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Abstract	  
This	  research	  develops	  an	  understanding	  of	  the	  ‘view’	  as	  a	  historicised	  and	  
contemporary	  socio-­‐political	  mediation.	  What	  is	  posited	  as	  a	  view,	  and	  its	  signification,	  
as	  a	  view,	  is	  how	  we	  experience,	  understand	  and	  relate	  to	  others	  and	  the	  world	  around	  
us.	  The	  thesis	  offers	  a	  re-­‐interpretation	  of	  accepted	  modes	  of	  viewing,	  what	  is	  viewed,	  
and	  a	  re-­‐presentation	  of	  viewed	  imagery,	  in	  order	  to	  question	  and	  propose	  how	  might	  
we	  better	  relate	  to,	  and	  function	  in,	  the	  production	  of	  social	  space.	  
The	  premise	  of	  the	  enquiry	  is	  that	  the	  ‘view’,	  is	  a	  visual,	  spatial,	  and	  conceptual	  
ideologically	  political	  position	  that	  shapes	  our	  relationship	  as	  citizens	  societally	  and	  to	  
public	  space.	  The	  ‘image’	  of,	  and	  as,	  a	  view,	  and	  point	  of	  view,	  permeates	  society.	  In	  our	  
contemporary	  times	  of	  socio-­‐political	  instability,	  it	  becomes	  prescient	  to	  question	  the	  
‘view’,	  how	  it	  is	  constructed,	  and	  how	  it	  operates.	  
The	  approach	  of	  this	  enquiry	  is	  interdisciplinary	  using	  a	  dialectic	  process	  of	  theoretical	  
and	  practical	  sources.	  It	  draws	  on	  theories	  of	  space	  exploration,	  film	  studies,	  religion,	  
photography,	  popular	  culture,	  geography,	  politics,	  contemporary	  visual	  culture,	  
historical	  painting,	  architecture,	  and	  urban	  regeneration.	  The	  practice	  of	  lens-­‐based	  
moving	  and	  still	  image,	  and	  the	  contexts	  within	  which	  the	  works	  have	  been	  created	  as	  
research,	  are	  temporal	  and	  spatial.	  Journeys	  have	  been	  undertaken	  to	  acquire	  ‘views’	  by	  
hot-­‐air	  balloon,	  by	  cable	  car,	  up	  tall	  buildings,	  by	  train,	  and	  by	  foot	  as	  a	  key	  method	  of	  
investigation.	  The	  rhythm	  of	  the	  text	  in	  the	  thesis	  reflects	  this	  method	  of	  temporality,	  
and	  spatiality.	  With	  the	  practice	  interlinked	  throughout,	  and	  with	  the	  text,	  in	  the	  guise	  
of	  image	  inserts,	  the	  structure	  of	  each	  of	  the	  three	  chapters	  enacts	  a	  positionality	  from	  
the	  perspective	  of	  a	  visual,	  spatial,	  and	  conceptual	  vantage	  point	  as	  a	  means	  of	  guiding	  
the	  reader/viewer	  through	  the	  research.	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Source:	  <http://alinefromlinda.blogspot.co.uk/2013/04/april-­‐30.html>	  
Fig.	  12:	  	   	   Winston	  Churchill	  posing	  with	  the	  globe,	  December	  25,	  1942.	  Source:	  
	   	   <http://www.loc.gov/exhibits/churchill/interactive/_html/w0001_4.html>	  
Fig.	  13:	  	   President	  Roosevelt	  gazing	  at	  the	  globe	  in	  the	  White	  House	  Office,	  1942.	  
Source:	  
<http://www.loc.gov/exhibits/churchill/interactive/_html/w0001_3.html>	  
Fig.	  14:	  	   Spinning	  terrestrial	  globe	  from	  opening	  credits	  sequence	  of	  Casablanca	  	  
(film	  still,	  1942)	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Fig.	  15:	  	   Close	  up	  detail	  of	  terrestrial	  globe	  from	  opening	  credits	  sequence	  of	  
Casablanca,	  (film	  still	  1942)	  
Fig.	  16:	  	  	  	   I’ll	  Never	  Heil	  Again	  Axis	  Partners	  meeting	  (film	  still,	  1941)	  
Fig.	  17-­‐22:	  	   I’ll	  Never	  Heil	  Again	  globe	  fight	  sequence	  (film	  still,	  1941)	  
Fig.	  23-­‐29:	  	   The	  Great	  Dictator,	  Globe	  sequence	  (film	  still,	  1940)	  	  	  	  	  	  	  
Fig.	  30:	  	   	   Hynkel	  holding	  the	  remains	  of	  the	  burst	  terrestrial	  Globe	  (film	  still,	  1940)	  	  	  	  	  	  	  
Fig.	  31:	  	   	   Coat	  of	  arms	  and	  rays	  of	  light	  (film	  still,	  1940)	  	  	  	  	  	  	  
Fig.	  32:	  	   Gian	  Lorenzo	  Bernini’s	  Dove	  of	  the	  Holy	  Spirit.	  	  
Source:	  <http://peace.maripo.com/p_doves.htm>	  
Fig.	  33:	  	   	   Inflatable	  globe	  and	  rays	  of	  light	  (film	  still,	  1940)	  	  	  	  	  	  	  
Fig.	  34:	  	   	   Hynkel	  assumes	  religious	  pose	  on	  the	  desk	  (film	  still,	  1940)	  	  	  	  	  	  	  
Fig.	  35:	   	  	  	  	  	  	   Santisimo	  Cristo	  de	  la	  Sagrada	  Cena,	  Iglesia	  de	  los	  Terceros,	  Seville,	  Spain,	  1991	  
Fig.	  36:	  	   	   Globe	  descends	  into	  Hynkel’s	  arms	  (film	  still,	  1940)	  	  	  	  	  	  	  
Fig.	  37:	  	   	   Le	  Voyage	  dans	  la	  Lune	  (film	  still,	  1902)	  
Fig.	  38-­‐39:	  	   Frau	  Im	  Mond	  (film	  stills,	  1929)	  
Fig.	  40:	   	   Frau	  Im	  Mond	  (film	  still,	  1929)	  
Fig.	  41:	  	   NASA	  Photo	  AS08-­‐14-­‐2383.	  Taken	  by	  Apollo	  8	  crew,	  December	  24	  1968.	  
Source:	  <http://spaceflight.nasa.gov/gallery/images/apollo/apollo8/html/as08-­‐
14-­‐2383.html>	  
Fig.	  42-­‐44:	  	   Destination	  Moon	  (film	  stills,	  1950)	  	  
Fig.	  45-­‐51:	  	   Rocketship	  X-­‐M	  (film	  stills,	  1950)	  
Fig.	  52:	  	   	   2001:	  A	  Space	  Odyssey	  (film	  still,	  1968)	  
Fig.	  53:	  	   	   Destination	  Moon	  (film	  still,	  1950)	  
Fig.	  54:	  	   V-­‐2	  rocket	  launch	  (video	  still),	  1946.	  Source:	  White	  Sands	  Missile	  Range.	  
http://www.youtube.com/watch?v=emMIM3CKGtQ>	  
Fig.	  55:	  	   First	  image	  of	  Earth	  as	  seen	  from	  sub-­‐orbital	  space,	  1946.	  Source	  White	  Sands	  
Missile	  Range	  <http://en.wikipedia.org/wiki/File:First_photo_from_space.jpg>	  
Fig.	  56:	  	   First	  image	  of	  Earth,	  Explorer	  6,	  1959.	  Source	  NASA	  
<http://www.earthrise.org.uk/level%203/level%203c/earth%20from%20Explor
er%20VI.htm>	  
Fig.	  57:	  	   First	  Television	  image	  of	  Earth,	  TIROS	  1,	  1960.	  	  
Source:	  <http://apod.nasa.gov/apod/ap000401.html>	  
Fig.	  58:	  	   Diagramme	  of	  Vostok	  1.	  	  
Source:	  <http://www.thefoxisblack.com/blogimages//FittingInSpace7.jpg>	  
Fig.	  59:	  	   3D	  reconstruction	  of	  Vzor	  (gaze).	  	  
Source:	  <http://www.lightwave3d.ru/index.php?showtopic=11987>	  	  
Fig.	  60:	   Interior	  of	  Vostok	  capsule	  with	  Vzor	  (gaze)	  located	  at	  left	  of	  centre	  of	  image.	  
Source:	  <http://www.lightwave3d.ru/index.php?showtopic=11987>	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Fig.	  61:	  	   Modified	  Ansco	  Autoset	  35mm	  camera.	  	  
Source:	  <https://airandspace.si.edu/exhibitions/looking-­‐at	  
earth/online/images/LE320L8.jpg>	  
Fig.	  62:	  	   View	  of	  Earth	  taken	  by	  Astronaut	  John	  Glenn	  during	  his	  MA-­‐6	  spaceflight.	  
Source:	  NASA	  <http://46blyz.com/john-­‐glenns-­‐orbital-­‐journey/>	  	  	  
Fig.	  63:	  	   Campaign	  badge,	  1966.	  Source:	  
<http://click.si.edu/Image.aspx?image=2738&story=31&back=Story>	  
Fig.	  64:	  	  	   Image	  by	  Lunar	  Orbiter	  1,	  1966.	  Source:	  
<http://en.wikipedia.org/wiki/File:First_View_of_Earth_from_Moon.jpg>	  	  	  
Fig.	  65:	  	  	   Re-­‐oriented	  image.	  Source:	  
<http://en.wikipedia.org/wiki/File:First_View_of_Earth_from_Moon.jpg>	  	  
Fig.	  66:	  	   ATS-­‐1,	  December	  11	  1966.	  Source:	  
<http://cimss.ssec.wisc.edu/goes/blog/wpcontent/uploads/2011/12/11Dec196
6_ATS1.jpg>	  	  
Fig.	  67:	  	   Lunar	  Orbiter	  V,	  August	  8	  1967.	  Source:	  NASA	  <http://history.nasa.gov/SP-­‐
4308/ch10.htm>	  	  
Fig.	  68:	  	   DODGE,	  September	  20	  1967.	  Source:	  Smithsonian	  Institution.	  
<http://www.earthrise.org.uk/level%203/level%203c/First%20colour%20earth.
htm>	  	  
Fig.	  69:	  	   ATS-­‐III,	  November	  10	  1967.	  Source:	  
<http://library.ssec.wisc.edu/spinscan/images/1024cc/ATSIII_10NOV67_15310
7.jpg>	  	  
Fig.	  70:	  	  	   Whole	  Earth	  Catalog,	  fall	  1968	  issue	  	  
Source:	  <http://www.wholeearth.com/issue-­‐electronic-­‐edition.php?iss=1010>	  
Fig.	  71:	  	  	   NASA	  Photo	  AS08-­‐14-­‐2383,	  (Earthrise),	  December	  24	  1968	  (original	  
orientation).	  Source:	  NASA	  
<http://www.lpi.usra.edu/resources/apollo/frame/?AS08-­‐14-­‐2383>	  
Fig.	  72:	  	  	   NASA	  Photo	  AS08-­‐14-­‐2383,	  (Earthrise),	  December	  24,	  1968	  (popular	  
orientation,	  with	  colour,	  and	  sharpness	  calibration).	  Source:	  NASA	  	  
<http://spaceflight.nasa.gov/gallery/images/apollo/apollo8/html/as08-­‐14-­‐
2383.html>	  	  	  
Fig.	  73:	  	   NASA	  Photo	  AS17-­‐148-­‐22727	  (Blue	  Marble),	  December	  7	  1972	  (original	  
orientation).	  Source:	  NASA	  (Lunar	  and	  Planetary	  
Institute).<http://www.lpi.usra.edu/resources/apollo/frame/?AS17-­‐148-­‐
22727>	  
Fig.	  74:	  	   NASA	  Photo	  AS17-­‐148-­‐22727	  (Blue	  Marble),	  December	  7,	  1972	  (re-­‐oriented	  
with	  visual	  enhancement).	  Source:	  NASA	  	  	  
<http://visibleearth.nasa.gov/view.php?id=55418>	  
Fig.	  75:	  	   	   Image	  PIA00452:	  Solar	  System	  Portrait	  -­‐	  Earth	  as	  Pale	  Blue	  Dot.	  Light	  rays	  	  
	   	   are	  reflections	  of	  sunlight	  off	  the	  Voyager	  1	  spacecraft,	  1990.	  Source:	  NASA	  	  
	   	   <http://visibleearth.nasa.gov/view.php?id=52392>	  
Fig.	  76:	   	   Image	  PIA17171.	  Partial	  view	  of	  Saturn’s	  rings	  with	  the	  Earth.	  Part	  of	  digital	  	  
	  	  	  	  	  	  	   	   mosaic	  captured	  by	  the	  Cassini	  probe	  cameras	  on	  the	  July	  19,	  2013.	  Source:	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   NASA/JPL-­‐Caltech/Space	  Science	  Institute	  	  
	   	   <http://sky-­‐watching.co.uk/2013/07/23/the-­‐day-­‐the-­‐earth-­‐smiled/>	  
Fig.	  77:	  	   	   The	  International	  Space	  Station	  orbiting	  above	  Earth.	  	  
	   	   Source:	  <http://en.wikipedia.org/wiki/International_Space_Station>	  
Fig.	  78:	   ‘Space	  Oddity’	  (video	  still,	  2013).	  	  
Source:	  <http://www.youtube.com/watch?v=KaOC9danxNo>	  
Fig.	  79:	   ‘An	  Astronaut’s	  View	  from	  Station’.	  Earth	  seen	  through	  the	  Cupola.	  June	  12	  
2013.	  Source:	  NASA	  
<http://www.scientificcomputing.com/news/2013/08/astronauts-­‐view-­‐earth-­‐
international-­‐space-­‐station>	  
Fig.	  80:	   Photographing	  Earth	  –	  in	  the	  Cupola	  with	  the	  big	  lens.’	  January	  8,	  2013.	  Source:	  
NASA.	  <http://www.asc-­‐csa.gc.ca/eng/astronauts/qa.asp>	  
Fig.	  81-­‐88:	   Hadfield’s	  photographic	  images	  of	  the	  Earth’s	  surface	  from	  the	  ISS,	  2013.	  
Source:	  Chris	  Hadfield	  
<https://www.facebook.com/AstronautChrisHadfield?fref=ts>	  
Fig.	  89-­‐96:	   Hadfield’s	  photographic	  images	  of	  the	  Earth’s	  surface	  from	  the	  ISS,	  2013.	  	  
	   	   Source:	  Chris	  Hadfield	  	   	   	   	   	   	   	  
	   	   <https://www.facebook.com/AstronautChrisHadfield?fref=ts>	  
Fig.	  97:	   	   Details	  of	  ISS	  pass	  over	  the	  UK	  throughout	  June	  2013.	  
	   	   	  Source:	  	  <http://www.meteorwatch.org>	  
	  
Chapter	  Two:	  
Fig.	  98:	   	   CCTV	  cameras,	  Aldgate,	  east	  London,	  2010	  
Fig.	  99:	   	   Google	  Earth	  welcome	  screen.	  Screen	  grab.	  Source:	  Google	  Earth	  application	  
Fig.	  100-­‐02:	   GO	  from	  A	  to	  B	  to	  A	  (video	  stills,	  2010)	  
Fig.	  103:	   Set	  of	  Green	  and	  Pleasant	  Land,	  London	  2012	  Olympic	  Games	  Opening	  
Ceremony,	  27	  July,	  2012.	  Source:	  Getty	  Images	  
Fig.	  104:	   Close	  up	  view	  of	  Set	  of	  Green	  and	  Pleasant	  Land,	  London	  2012	  Olympic	  Games	  
Opening	  Ceremony,	  27	  July,	  2012	  
Fig.	  105:	   Glastonbury	  Tor	  being	  ‘torn’	  away	  to	  usher	  in	  the	  Industrial	  Revolution,	  London	  
2012,	  27	  July	  2012	  	  	  	  
Fig.	  106:	  	   ‘Dark	  satanic	  mills’	  protruding	  through	  the	  ‘green	  and	  pleasant	  land’,	  London	  	  
	   	   2012,	  27	  July,	  2012	  	  	  	  
Fig.	  107:	   ‘Dark	  Satanic	  mills’	  of	  the	  Industrial	  Revolution,	  London	  2012,	  27	  July	  2012.	  	  
Source:	  <http://www.youtube.com/watch?v=4As0e4de-­‐rI>	  	  	  	  	  	  	  
Fig.	  108:	  	   Bullet	  camera	  suspended	  from	  hot-­‐air	  balloon,	  2010	  
Fig.	  109-­‐11:	   View	  from	  Above	  (video	  stills,	  2010-­‐2013)	  
Fig.	  112:	   Teletubbyland.	  Source:	  <http://www.teletubbies.co.uk/en/understanding-­‐
teletubbyland.asp>	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Fig.	  113:	   Teletubbies	  characters.	  	  
Source:	  <http://www.1zoom.net/Cartoons/wallpaper/74284/z137.6/>	  
Fig.	  114:	   London	  2012	  Olympic	  Games	  Opening	  Ceremony	  ‘lead	  in’	  video	  still	  of	  view	  
above	  East	  London,	  27	  July	  2012.	  	  
Source:	  <http://www.youtube.com/watch?v=4As0e4de-­‐rI>	  	  	  	  	  	  	   	  	  	  
Fig.	  115:	   London	  2012	  Olympic	  Games	  Opening	  Ceremony	  ‘lead	  in’	  video	  still	  of	  view	  of	  
Emirates	  Airline	  cable	  car	  service.	  	  
Source:	  <http://www.youtube.com/watch?v=4As0e4de-­‐rI>	  	  	  	  	  	  	  	  
Fig.	  116:	   Surface	  of	  the	  River	  Thames	  from	  above,	  EastEnders	  opening	  title.	  Source:	  
<http://www.bbc.co.uk/iplayer/episode/b042m733/EastEnders_29_04_2014/>	  
Fig.	  117:	   The	  O2	  Arena	  on	  the	  Greenwich	  Peninsula,	  EastEnders	  opening	  title.	  Source:	  
<http://www.bbc.co.uk/iplayer/episode/b042m733/EastEnders_29_04_2014/>	  
Fig.	  118:	   East	  London	  from	  above,	  EastEnders	  opening	  title.	  Source:	  
<http://www.bbc.co.uk/iplayer/episode/b042m733/EastEnders_29_04_2014/>	  	  




Fig.	  120-­‐23:	   360˚	  North	  360˚	  South	  (video	  stills,	  2013-­‐14)	  	  
Fig.	  124:	  	   Twin	  Towers,	  World	  Trade	  Center,	  New	  York,	  August	  1988	  
Fig.	  125:	  	   View	  of	  Manhattan	  from	  the	  110th	  floor	  observation	  deck,	  South	  Tower,	  World	  	  
	   	   Trade	  Center,	  New	  York,	  September	  1988	  
Fig.	  126:	  	   Kelson	  House,	  Samuda	  Estate,	  Isle	  of	  Dogs,	  Tower	  Hamlets.	  Source:	  	  
	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  <http://www.skyscrapernews.com/picturedisplay.php?ref=1480&idi=Kelson	  
	   	   +House&self=nse&selfidi=1480KelsonHouse_pic1.jpg&no=1>	   	   	   	  
Fig.	  127:	  	   Panoramic	  view	  of	  Canary	  Wharf	  and	  City	  of	  London	  skylines	  from	  the	  24th	  floor	  
	   	   of	  Kelson	  House,	  Samuda	  Estate,	  Isle	  of	  Dogs,	  Tower	  Hamlets,	  April	  2014.	  	  
	   	   Source:	  Erika	  Tan	  
Fig.	  128:	  	   Balfron	  Tower	  seen	  from	  the	  A102	  Blackwall	  Tunnel	  Approach,	  Poplar,	  London,	  	  
	   	   September	  2014	  
Fig.	  129:	  	   Panoramic	  view	  of	  the	  London	  skyline	  from	  the	  24th	  floor	  of	  the	  Balfron	  Tower,	  	  
	   	   September	  2014	  
Fig.	  130:	  	   Centre	  Point	  viewed	  from	  Tottenham	  Court	  Road,	  June	  2014	  
Fig.	  131:	  	   Tower	  42	  (National	  Westminster	  Tower)	  viewed	  from	  Heron	  Tower,	  June	  2014	  
Fig.	  132:	  	   London	  skyline	  incorporating	  from	  left	  to	  right	  St	  Paul’s	  Cathedral,	  towers	  in	  	  
	   	   the	  City,	  Canary	  Wharf,	  the	  Shard,	  April	  2014	  
Fig.	  133:	  	   30	  St	  Mary	  Axe	  viewed	  from	  Billiter	  Street,	  April	  2014	  
Fig.	  134:	  	   Willis	  Building	  viewed	  from	  Lime	  Street,	  June	  2014	  
Fig.	  135:	  	   The	  Shard	  and	  20	  Fenchurch	  Street	  viewed	  from	  the	  outdoor	  client	  terrace	  of	  	  
	   	   the	  Willis	  Building,	  June	  2014	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Fig.	  136:	  	   Leadenhall	  Building,	  Heron	  Tower,	  and	  30	  St	  Mary	  Axe	  viewed	  from	  the	  	  
	   	   outdoor	  client	  terrace	  of	  the	  Willis	  Building,	  June	  2014	  
Fig.	  137:	  	   Heron	  Tower	  viewed	  from	  Duke’s	  Place,	  June	  2014	  
Fig.	  138:	  	   Heron	  Tower,	  38th	  floor,	  June	  2014	  
Fig.	  139:	  	   Heron	  Tower,	  38th	  floor	  windows	  overlooking	  London,	  June	  2014	  
Fig.	  140:	  	   The	  Shard	  viewed	  from	  St	  Thomas	  Street,	  April	  2014	  
Fig.	  141:	  	   Leadenhall	  Building	  viewed	  from	  Leadenhall	  Street,	  April	  2014	  
Fig.	  142:	  	   20	  Fenchurch	  Street	  viewed	  from	  the	  outdoor	  client	  terrace	  of	  the	  Willis	  	  
	   	   Building,	  June	  2014	  
	  Fig.	  143:	  	   London	  skyline	  in	  horizon	  viewed	  from	  Leyton	  Midland	  Road	  Overground	  	  
	   	   station	  platform.	  Featuring	  from	  left	  to	  right:	  the	  Shard,	  20	  Fenchurch	  Street,	  	  
	   	   30	  St	  Mary	  Axe,	  Leadenhall	  Building,	  Heron	  Tower,	  Tower	  42.	  August	  2014	  
Fig.	  144:	  	   The	  City	  of	  London	  skyline	  viewed	  from	  Aldgate	  on	  the	  corner	  with	  Jewry	  	  
	   	   Street.	  In	  the	  background	  from	  left	  to	  right:	  20	  Fenchurch	  Street,	  Willis	  	  
	   	   Building,	  Leadenhall	  Building,	  30	  St	  Mary	  Axe,	  Heron	  Tower,	  April	  2014	  	  
Fig.	  145:	  	   20	  Fenchurch	  Street	  before	  construction,	  October	  2011	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Fig.	  146:	  	   20	  Fenchurch	  Street	  near	  completion,	  April	  2014	  
Fig.	  147:	  	   Altitude	  Building,	  Aldgate,	  December	  2012	  
Fig.	  148:	  	   Altitude	  Building,	  Aldgate,	  April	  2014	  
Fig.	  149:	  	   Whitechapel	  High	  Street	  looking	  towards	  Aldgate	  East	  and	  the	  City.	  20	  	  	  
	   	   Fenchurch	  Street	  and	  One	  Commercial	  Street	  (under	  construction),	  December	  	  
	   	   2012	  
Fig.	  150:	  	   Whitechapel	  High	  Street	  looking	  towards	  Aldgate	  East	  and	  the	  City.	  From	  left	  to	  
	   	   right:	  the	  Shard,	  Aldgate	  Tower,	  20	  Fenchurch	  Street,	  One	  Commercial	  Street	  	  
	   	   (near	  completion),	  April	  2014	  
Fig.	  151:	  	   Demolition	  of	  Goodman’s	  Fields,	  Leman	  Street,	  to	  make	  way	  for	  	   	  
	   	   redevelopment,	  April	  2011	  
Fig.	  152:	  	   Goodman’s	  Fields,	  Leman	  Street,	  under	  construction,	  April	  2014	  
Figs.	  153-­‐56:	  	   Advertising	  hoardings	  for	  Altitude,	  Aldgate,	  April	  2014	  
Fig.	  157:	  	   Advertising	  hoarding	  for	  The	  Heron,	  the	  City,	  June	  2014	  
Fig.	  158:	  	   Advertising	  hoarding	  for	  One	  Commercial	  Street,	  Aldgate,	  December	  2012.	  
Fig.	  159:	  	   Advertising	  hoarding,	  Bankside,	  Southwark,	  June	  2014	  
Fig.	  160:	  	   Advertising	  hoarding,	  Bankside,	  Southwark,	  June	  2014	  
Fig.	  161:	  	   Apartment	  interior	  with	  view,	  1	  Riverlight,	  Vauxhall	  Nine	  Elms	  Battersea,	  	  
	   	   London,	  September	  2014	  
Fig.	  162:	  	   View	  from	  apartment	  balcony,	  1	  Riverlight,	  Vauxhall	  Nine	  Elms	  Battersea,	  	  
	   	   London,	  September	  2014	  
Fig.	  163:	  	   Advertising	  hoarding	  for	  20	  Fenchurch	  Street,	  October	  2011	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Fig.	  164:	  	   Goodman’s	  Fields	  development	  seen	  from	  Alie	  Street	  on	  corner	  of	  St	  Mark	  	  
	   	   Street,	  Aldgate,	  April	  2014	  
Fig.	  165:	  	   Braham	  Street	  Park,	  off	  Mansell	  Street,	  looking	  towards	  Aldgate	  Tower,	  	  
	   	   Aldgate,	  April	  2014	  
Fig.	  166:	  	   30	  St	  Mary	  Axe	  viewed	  from	  Heron	  Tower,	  June	  2014	  
	  
Chapter	  Three:	  
Fig.	  167:	  	   Landscape	  views	  through	  train	  windows	  between	  Leamington	  Spa	  and	  
Stratford-­‐upon-­‐Avon,	  2007-­‐8	  
Fig.	  168:	  	   Between	  here	  and	  elsewhere	  (video	  still,	  2009-­‐10)	  
Figs.	  169-­‐70:	  	   Falling	  to	  Earth	  (video	  stills,	  2010)	  
Fig.	  171:	  	   British	  Rail	  Intercity	  poster.	  Source:	  Darby,	  W.	  J.	  (2000)	  Landscape	  and	  identity:	  	  
	   	   geographies	  in	  nation	  and	  class	  in	  England.	  Oxford:	  Berg	  Publishers	  
Fig.	  172:	  	   East	  Coast	  advertising	  poster,	  King’s	  Cross	  station,	  March	  2013	  	  	  	  	  
Fig.	  173:	  	   East	  Coast	  advertising	  poster,	  King’s	  Cross	  station,	  March	  2013	  	  	  	  	  
Fig.	  174:	  	   Greenwich	  Hospital	  from	  the	  north	  bank	  of	  the	  Thames,	  Giovanni	  Canaletto,	  
	   	   c.	  1750-­‐2	  	  	  	  
Fig.	  175:	  	   [Detail]	  Greenwich	  Hospital	  from	  the	  north	  bank	  of	  the	  Thames,	  2011	  
Fig.	  176:	  	   24A.1:	  Island	  Gardens,	  Isle	  of	  Dogs	  to	  Royal	  Naval	  College	  
Fig.	  177:	  	   Example	  of	  LVMF	  visual	  description	  of	  view.	  Source:	  Mayor	  of	  London	  (2012)	  	  
	   	   London	  view	  management	  framework:	  supplementary	  planning	  guidance.	  	  
	   	   London:	  GLA	  
Figs.	  178-­‐79:	  	   Views	  of	  a	  city:	  creating	  London’s	  image	  (front	  cover	  details	  2011-­‐2014)	  
Figs.	  180-­‐81:	  	   Views	  of	  a	  city:	  creating	  London’s	  image	  (details,	  2011-­‐2014)	  
Figs.	  182-­‐83:	  	   Views	  of	  a	  city:	  creating	  London’s	  image	  (details,	  2011-­‐2014)	  
Figs.	  184-­‐85:	   Views	  of	  a	  city:	  creating	  London’s	  image	  (details,	  2011-­‐2014)	  
Figs.	  186-­‐87:	  	   Views	  of	  a	  city:	  creating	  London’s	  image	  (details,	  2011-­‐2014)	  
Fig.	  188:	  	   Viewing	  location	  3A.1:	  Kenwood,	  2013	  
Fig.	  189:	  	   Viewing	  location	  14A.1:	  Blackfriars	  Bridge,	  2013	  
Fig.	  190:	  	   View	  of	  the	  Tower	  of	  London,	  Wenceslaus	  Hollar,	  1640.	  Source:	  British	  Museum	  
	   	  	  	  	  	  	  	  	   <http://www.britishmuseum.org/explore/highlights/highlight_image.aspx?	  
	   	   image=p	  s219443.jpg&retpage=21813>	  
Fig.	  191:	  	   25A.2:	  The	  Queen’s	  Walk	  at	  City	  Hall	  	  
Fig.	  192:	  	   A	  general	  view	  of	  the	  city	  of	  London,	  Thomas	  Bowles,	  1751.	  Source:	  Rare	  Maps	  	  
	   	   <http://www.raremaps.com/gallery/archivedetail/20146/A_General	  
	   	   _View_of_the_City_of_London_next_the_River_Thames_Vue/Bowles.html>	  
Fig.	  193:	  	   10A.1:	  Tower	  Bridge	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Fig.	  194:	  	   London	  from	  Greenwich	  Park,	  William	  Turner,	  1809.	  Source:	  Tate	  	   	  
	   	   <http://www.tate.org.uk/art/artworks/turner-­‐london-­‐from-­‐greenwich-­‐park-­‐	  
	   	   n00483>	  	  	  
Fig.	  195:	  	   5A.1:	  Greenwich	  Park	  
Fig.	  196:	  	   Hampstead	  Heath,	  John	  Constable,	  1830.	  Source:	  Glasgow	  Museums	  	   	  
	   	   <http://collections.glasgowmuseums.com/viewimage.html?oid=206&i=30040>	  	  	  
Fig.	  197:	  	   3A.1:	  Kenwood	  
Fig.	  198:	  	   The	  Thames	  and	  the	  city	  of	  Westminster	  from	  Lambeth,	  Canaletto,	  1746-­‐47.	  	  
	   	   Source:	  	   	   	   	   	   	   	   	   	  
	   	   <http://hoocher.com/Giovanni_Antonio_Canal/Giovanni_Antonio_Canal.htm>	  
Fig.	  199:	  	   19A.2:	  Lambeth	  Bridge	  	  
Figs.	  200-­‐01:	  	   (Image	  above)	  The	  Thames	  on	  Lord	  Mayor’s	  Day,	  looking	  towards	  the	  City	  and	  	  
	   	   St	  Paul’s	  Cathedral,	  Canaletto,	  1752.	  Source:	  	  (Image	  below)	  Thames	  Diamond	  	  
	   	   Jubilee	  Pageant,	  3	  June	  2012.	  Source:	  	   	   	   	   	  
	   	   <http://www.dailymail.co.uk/news/article-­‐2154217/Queens-­‐Diamond-­‐Jubilee-­‐	  
	   	   2012-­‐The-­‐Britain-­‐feared-­‐wed-­‐lost-­‐-­‐sail-­‐more.html>	  	  	  	  	  
Fig.	  202:	  	   Building	  site	  wrap,	  London	  Bridge	  station,	  2012	  
Fig.	  203:	  	   Canaletto	  building,	  Islington,	  London,	  2012	  
Fig.	  204:	  	   23A.1:	  Bridge	  over	  the	  Serpentine	  
Fig.	  205:	  	   2A.1:	  Parliament	  Hill	  	  
Fig.	  206:	  	   2B.1:	  Parliament	  Hill	  	  
Fig.	  207:	  	   12A.1:	  Southwark	  Bridge	  	  
Fig.	  208:	  	   11A.1:	  London	  Bridge	  	  
Fig.	  209:	  	   11B.2:	  London	  Bridge	  	  
Fig.	  210:	  	   25A.1:	  The	  Queen’s	  Walk	  at	  City	  Hall	  
Fig.	  211:	  	   7A.1:	  The	  Mall	  to	  Buckingham	  Palace	  	  
Fig.	  212:	   Granary	  Square	  in	  King’s	  Cross	  estate	  under	  development,	  as	  viewed	  from	  	  
Granary	  Building,	  October	  2011	  	  	  	  	  
Fig.	  213:	  	   The	  Dome	  of	  St	  Paul’s	  Cathedral	  and	  the	  Shard	  viewed	  from	  Granary	  Building	  
before	  the	  view	  was	  obscured	  by	  new	  constructions,	  October	  2011	  
Fig.	  214:	  	   Public	  Viewing	  Platform	  overlooking	  Granary	  Square,	  May	  2014	  
Fig.	  215:	  	   View	  of	  Granary	  Square	  from	  public	  Viewing	  Platform,	  May	  2014	  
Fig.	  216:	   Big	  screen	  broadcast	  of	  Wimbledon	  Tennis	  Championships,	  	  
Granary	  Square,	  July	  2013	  
Fig.	  217:	  	   Crowds	  in	  Granary	  Square	  during	  big	  screen	  broadcast	  of	  Wimbledon	  Tennis	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   Championships,	  July	  2013	  
Figs.	  218-­‐20:	  	   Boudicca	  VS	  the	  Romans	  theme	  event,	  Granary	  Square,	  August	  2014	  
Fig.	  221:	  	   King’s	  Cross	  ‘private	  estate’	  welcome	  sign,	  April	  2014	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Fig.	  222:	  	   Unofficial	  ‘urban	  beach’,	  Granary	  Square,	  August	  2013	  
Fig.	  223:	  	   Official	  King’s	  Cross	  estate	  building	  wrap,	  April	  2014	  
	  
In	  conclusion:	  
Figs.	  224-­‐27:	   Viva	  voce	  room	  with	  display	  of	  artworks,	  Granary	  Building,	  Central	  Saint	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List	  of	  works	  
The	  moving	  image	  works	  listed	  are	  available	  to	  view	  on	  the	  USB	  Flash	  Drive	  included	  
with	  this	  thesis	  and	  online	  at	  <http://www.patnaldi.co.uk>	  
	  
Chapter	  One:	  The	  world	  as	  exhibition	  
Title:	   	   Watching	  them	  watching	  us	  
Date:	   	   2013	  
Medium:	   Photographic	  digital	  image	  series.	  Page	  inserts	  at	  end	  of	  	  
Chapter	  One	  in	  the	  thesis	  	  	  	  	  	  
	  
Chapter	  Two:	  The	  view	  from	  above	  
Title:	   	   GO	  from	  A	  to	  B	  to	  A	  
Date:	   	   2010	  
Medium:	   Single	  screen	  video	  (mute)	  
Duration:	   1	  minute	  40	  seconds	  
	  
Title:	   	   View	  from	  above	  
Date:	   	   2010-­‐13	  
Medium:	   Split-­‐screen	  video	  (with	  audio)	  
Duration:	   41	  minutes	  25	  seconds	  
	  
Title:	   	   360˚	  North	  360˚	  South	  
Date:	   	   2013-­‐14	  
Medium:	   Split-­‐screen	  HD	  video	  (with	  partial	  audio)	  
Duration:	   7	  minutes	  21	  seconds	  
	  
Title:	   	   The	  view	  belongs	  to	  ‘everyone’	  
Date:	   	   2013-­‐14	  
Medium:	   Photographic	  digital	  image	  series.	  Page	  inserts	  at	  end	  of	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Chapter	  Two	  in	  the	  thesis	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Chapter	  Three:	  The	  view	  
Title:	   	   Between	  here	  and	  elsewhere	  
Date:	   	   2009-­‐10	  
Medium:	   Split-­‐screen	  video	  (mute)	  
Duration:	  	   12	  minutes	  12	  seconds	  
	  
Title:	   	   Falling	  to	  Earth	  
Date:	   	   2010	  
Medium:	   Single	  screen	  video	  (mute)	  
Duration:	  	   28	  minutes	  19	  seconds	  
	  
Title:	   	   Views	  of	  a	  city:	  creating	  London’s	  image	  
Date:	   	   2011-­‐14	  
Medium:	   Black	  Colorado	  hard	  bound	  book.	  66	  pages	  (160gsm	  high	  white	  	   	  
	   	   conqueror),	  colour	  and	  black	  and	  white	  	  	   	   	   	  
Dimension:	  	   17	  x	  12	  inch	  	  
	  
Title:	   	   Privatised	  public	  views	  
Date:	   	   2014	  
Medium:	   Photographic	  digital	  image	  series.	  Page	  inserts	  at	  end	  of	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2012	   ‘The	  view	  from	  above’.	  In:	  Sensingsite.	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   unit	  foundation	  for	  contemporary	  art.	  	  
	   25	  April	  2012.	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0.1	  	  	  Being	  in	  lived	  space	  	  
Writing	  this	  text	  I	  am	  located	  at	  the	  precise	  geographic	  co-­‐ordinates	  of:	  	  
	  	  	  	  	  	  	  	  	  51˚	  30’	  46”	  N	  x	  0˚	  04’	  15”	  W	   	   	  
Reading	  this	  now	  you	  must	  be	  ‘somewhere’,	  be	  it	  in	  your	  office,	  home,	  library,	  tube,	  
bus,	  train.	  Whilst	  some	  texts,	  like	  tourist	  guide-­‐books	  for	  instance,	  are	  written	  to	  be	  read	  
when	  actively	  visiting	  specific	  places,	  their	  purpose	  being	  to	  inform	  and	  guide	  us	  
through	  those	  visits,	  the	  context	  and	  purpose	  of	  this	  academic	  research,	  its	  physicality	  
as	  an	  object,	  access,	  personal	  circumstances,	  and	  social	  protocol,	  delimit	  where	  it	  might	  
be	  read.	  Whilst	  Joshua	  Meyrowitz	  writes	  that	  we	  are	  ‘always	  in	  place	  [with	  our	  bodies]	  
dependent	  on	  the	  nature	  of	  the	  specific	  locality	  [and]	  bound	  by	  the	  laws	  of	  space	  and	  
time’	  (Meyrowitz,	  2004:	  21),	  the	  numerical	  co-­‐ordinates	  of	  our	  physical	  geographic	  
location	  available	  through	  global	  positioning	  devices,	  online	  street	  maps,	  and	  satellite	  
navigation	  systems	  for	  example,	  do	  not	  relay	  to	  you	  anything	  about	  our	  immediate	  
physical	  environment	  that	  might	  give	  you	  a	  sense	  of	  being	  in	  our	  lived	  space.	  
Location,	  Tim	  Cresswell	  claims,	  is	  a	  ‘site	  without	  meaning’	  (Cresswell,	  2004:	  2),	  it	  is	  the	  
spatial	  ‘somewhere’	  that	  place	  is	  located,	  and	  as	  John	  Agnew	  states,	  ‘place	  is	  specific	  […]	  
location	  is	  general’	  (Agnew,	  2011:	  6).	  If	  I	  tell	  you	  that	  at	  the	  precise	  moment	  of	  writing	  
this	  particular	  text	  I	  am	  sitting	  in	  a	  flat	  in	  Aldgate,	  east	  London,	  inside	  the	  four	  walls	  I	  am	  
surrounded	  by	  objects:	  a	  1960s	  hoop	  game-­‐board	  hanging	  on	  the	  wall,	  a	  rustic	  
Portuguese	  vase,	  a	  stack	  of	  reference	  books,	  an	  old	  black	  and	  white	  photograph	  of	  my	  
father	  standing	  outside	  the	  family	  business	  premises.	  Outside	  the	  four	  walls	  as	  I	  look	  at	  
the	  view	  through	  my	  window,	  a	  few	  feet	  away	  from	  the	  boundary	  of	  the	  City	  of	  London,	  
lies	  the	  UK’s	  financial	  centre,	  corporate,	  noisy,	  tall	  buildings	  rising	  all	  around.	  Through	  
these	  descriptions,	  within	  these	  contexts	  and	  what	  socially	  constructed	  signs	  imply,	  our	  
imagination	  begins	  to	  construct	  a	  mental	  image.	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0.2	  	  	  Research	  aims	  and	  objectives	  
This	  thesis	  The	  view:	  a	  historicised	  and	  contemporary	  socio-­‐political	  mediation	  contends	  
that	  the	  ‘view’,	  what	  is	  seen,	  perceived	  and	  understood	  as	  a	  view	  is	  not	  neutral;	  the	  
view	  is	  in	  actual	  fact	  a	  highly	  contested	  political	  term.	  To	  ‘view’	  is	  to	  look,	  to	  inspect,	  to	  
control,	  and	  to	  acquire	  knowledge	  over	  ‘things’	  and	  over	  and	  above	  ‘others’;	  the	  view	  
assumes	  a	  position	  of	  power.	  Conversely	  what	  is	  being	  ‘viewed’	  is	  socio-­‐politically	  
constructed	  and	  posited	  to	  the	  viewer	  in	  an	  analogous	  role	  of	  power.	  Both	  positions	  
display	  subjective	  value	  systems	  in	  an	  interplay	  of	  controlling	  sociality.	  The	  act	  of	  
viewing,	  who	  the	  viewer	  is,	  what	  is	  being	  viewed,	  where	  from,	  how,	  why,	  and	  by	  whom	  
the	  view	  has	  been	  constructed,	  are	  the	  enquiries	  of	  this	  research.	  
Historically	  land/urbanscapes	  have	  been	  created,	  modelled,	  shaped,	  and	  understood	  by,	  
and	  for,	  views,	  that	  is,	  not	  merely	  for	  the	  acquisition	  and	  postulation	  of	  a	  view,	  but	  as	  a	  
consequence	  of	  a	  point	  of	  view.	  In	  our	  current	  times	  of	  global	  social	  and	  economic	  
inequality,	  and	  political	  instability,	  it	  becomes	  pertinent	  to	  question	  the	  ‘view’	  and	  how	  
it	  operates,	  for	  how	  its	  image	  is	  viewed	  permeates	  society;	  it	  is	  how	  we	  experience,	  
relate	  to,	  and	  communicate	  with,	  others	  and	  the	  world	  around	  us.	  	  
Through	  an	  interdisciplinary	  approach	  that	  draws	  on	  contemporary	  visual	  culture,	  
geography,	  popular	  culture,	  politics,	  urban	  regeneration,	  architecture,	  photography,	  film	  
studies,	  religion,	  space	  exploration,	  and	  historical	  painting,	  this	  thesis,	  (linking	  my	  past	  
and	  current	  research),	  develops	  a	  critical	  understanding	  of	  the	  ‘view’	  as	  a	  historicised	  
and	  contemporary	  socio-­‐political	  mediation;	  its	  legacy,	  the	  power	  structures	  at	  play	  
within	  it,	  how	  we	  are	  subjected	  to	  it,	  shaped	  by	  it,	  and	  how	  it	  affects	  the	  way	  we	  relate	  
societally	  and	  to	  the	  space	  of	  the	  public	  realm.	  In	  doing	  so	  the	  thesis	  offers	  a	  
re/interpretation	  of	  accepted	  modes	  of	  viewing	  in	  order	  to	  question	  and	  propose	  how	  
might	  we	  better	  relate	  to	  the	  function	  and	  production	  of	  space.	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0.3	  	  	  Thesis	  as	  a	  ‘site-­‐work’	  	  
I	  have	  treated	  the	  production	  and	  construction	  of	  this	  thesis	  as	  a	  ‘site-­‐work’.	  The	  thesis	  
has	  been	  consciously	  developed,	  and	  is	  posited	  to	  the	  reader,	  as	  the	  conceptual	  and	  
physical	  site	  of	  encounter	  of	  this	  research	  as	  practice;	  the	  reader	  of	  the	  thesis	  is	  the	  
viewer	  of	  the	  (art)work,	  thus	  the	  viewer	  addressing	  the	  view.	  It	  is	  proposed	  that	  the	  
practice,	  as	  it	  exists	  through	  and	  within	  this	  research	  –	  of,	  and	  as,	  writing	  and	  visual	  
material	  –	  can	  only	  be	  engaged	  with,	  and	  realised	  as	  a	  totality,	  in	  the	  context	  and	  
conceptual	  understanding	  of,	  and	  spatial	  and	  temporal	  encounter	  with,	  this	  academic	  
thesis	  as	  a	  ‘site-­‐work’.	  To	  this	  end,	  the	  reader	  of	  the	  thesis	  is	  addressed	  directly	  at	  the	  
beginning	  of	  the	  introduction	  of	  the	  text	  with	  reference	  to	  cognition	  of	  being	  in	  (spatial)	  
place,	  as	  a	  means	  of	  articulating	  and	  developing	  a	  relational	  engagement	  between	  the	  
thesis	  as	  a	  ‘site-­‐work’	  and	  the	  reader	  as	  individual	  ‘public	  viewer’.	  	  
Working	  site-­‐specifically	  entails	  a	  holistic	  engagement	  with	  the	  content,	  context,	  and	  
event	  of	  public	  encounter	  with	  the	  ‘artwork’.1	  As	  such	  a	  speculative	  understanding	  of	  
the	  relationship	  between	  artwork,	  site,	  and	  public	  ‘event’,	  is	  intrinsic	  to,	  develops	  with,	  
and	  is	  part	  of,	  the	  concept,	  research,	  process,	  aesthetics,	  production,	  and	  outcome,	  of	  
and	  as,	  the	  ‘artwork’.	  The	  conceptual	  proposition	  of	  the	  work	  (as	  artwork)	  is	  temporarily	  
realised	  and	  can	  only	  exist,	  at	  the	  precise	  moment	  of	  the	  event	  of	  encounter	  between	  
the	  ‘work’	  and	  its	  public	  viewing,	  as	  intrinsic	  active	  components	  within	  the	  spatial	  
context	  of	  the	  site.	  This	  research	  has	  centred	  on	  specific	  sites	  for,	  as,	  and	  through	  
research,	  and	  has	  been	  developed	  with	  the	  holistic	  approach	  of	  site-­‐specificity	  to	  engage	  
with	  the	  academic	  thesis	  acting	  as	  ‘host’.	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  By	  site-­‐specificity	  I	  am	  referring,	  to	  quote	  Rosalyn	  Deutsche	  (1996:	  261),	  to	  ‘artwork	  that	  neither	  diverts	  
attention	  from	  nor	  merely	  decorates	  the	  spaces	  of	  its	  display’.	  It	  is	  a	  site-­‐specific	  practice	  that	  [emerged]	  
seeking	  ‘to	  criticize	  the	  modernist	  precept	  that	  works	  of	  art	  are	  autonomous	  entities	  [and	  also	  sought]	  to	  
reveal	  how	  the	  construction	  of	  an	  apparent	  autonomy	  disavows	  art’s	  social,	  economic,	  and	  political	  
functions’.	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0.4	  	  	  Methodology	  and	  structure	  of	  the	  thesis	  
I	  began	  this	  doctoral	  research	  with	  the	  intention	  of	  critically	  analysing	  the	  impact	  of	  new	  
technologies’	  formulation	  and	  representation	  of	  a	  new	  global	  cultural	  space	  on	  our	  
perceptive	  experience	  and	  the	  way	  we	  relate	  to	  place,	  and	  to	  what	  extent	  this	  was	  
transforming	  national	  and	  personal	  identities.	  Drawing	  in	  particular	  on	  Marc	  Augé’	  s	  
(1992)	  argument	  that	  a	  ‘supermodern’	  predicament	  of	  technological	  overabundance	  has	  
left	  us	  with	  a	  need	  to	  give	  meaning	  to	  the	  world,	  the	  present,	  Malcolm	  McCullough’s	  
(2006)	  theory	  that	  mobile	  and	  locative	  media	  re-­‐introduce	  the	  importance	  of	  place,	  of	  
being	  somewhere,	  and	  Raymond	  William’s	  (1974)	  concept	  of	  ‘mobile	  privatization’,	  the	  
thesis	  intended	  to	  address	  how	  if	  place	  is	  a	  crucial	  aspect	  of	  identity	  formation	  what	  
happens	  when	  our	  ideas	  of	  identity	  experience	  are	  challenged	  by	  new	  technologies?	  The	  
methodology	  would	  have	  tested	  video-­‐podcasting	  as	  a	  site-­‐specific	  broadcasting	  
medium	  for	  personal	  hand-­‐held	  mobile	  devices,	  as	  a	  means	  of	  re-­‐engaging	  with	  
particularity	  of	  place.	  Focusing	  on	  two	  symbolic	  sites	  as	  geographic	  locations	  for	  the	  
research,	  development	  and	  production	  of	  mobile	  site-­‐specific	  video-­‐podcasts:	  London	  as	  
urban	  ‘Heart	  of	  Empire’	  and	  ‘Middle	  England’	  as	  rural	  ‘Heart	  of	  England’,	  the	  project	  
proposed	  to	  invert	  the	  role	  of	  the	  user,	  from	  that	  of	  consumer	  where	  physical	  locality	  is	  
irrelevant,	  to	  that	  of	  producer	  interacting	  in	  new	  ways	  with	  a	  pre-­‐determined	  
environment,	  by	  establishing	  its	  mobile	  and	  site-­‐specific	  broadcasting	  and	  viewing	  
potential.	  	  
Primarily	  carrying	  out	  the	  early	  stages	  of	  this	  research	  I	  found	  politically	  and	  
theoretically	  problematic	  a	  lack	  critique	  and	  an	  all	  too	  readily	  unquestionable	  
acceptance	  of	  the	  use	  of	  ‘new	  media’	  technologies	  within	  contemporary	  arts	  practice.	  
Worse	  still,	  the	  claim	  to	  be	  creating	  ‘new’	  instances	  of	  social	  and	  political	  strategies	  to	  
network,	  re-­‐represent	  space,	  place,	  and	  community	  narratives,	  whilst	  at	  the	  same	  time	  
actively	  negating	  a	  long	  history	  of	  early	  and	  pre-­‐Internet	  artists	  who	  utilised	  
communication	  systems	  as	  a	  means	  of	  network	  collaboration	  and	  participation.	  In	  
portraying	  themselves	  as	  ahistorical,	  Coco	  Fusco	  (2004)	  argues	  in	  her	  critique	  of	  locative	  
media/art,	  they	  are	  suggesting:	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no	  one	  on	  the	  left	  before	  the	  age	  of	  the	  Internet	  practiced	  subversive	  
manipulation	  of	  existent	  media,	  tactical	  intervention,	  investigative	  
reporting	  and	  infiltration	  of	  power	  structures.	  It	  also	  would	  seem	  that	  
before	  the	  dawning	  of	  the	  networks,	  no	  one	  knew	  what	  being	  an	  organic	  
intellectual	  was	  about,	  no	  one	  elaborated	  alternative	  communication	  
systems	  and	  no	  one	  was	  aware	  of	  or	  sensed	  a	  connection	  to	  geographic	  
regions	  other	  than	  Europe.	  [They	  are	  suggesting]	  [T]hat	  electronic	  
communication	  has	  produced	  a	  form	  of	  networking	  that	  is	  so	  radically	  
different	  as	  to	  imply	  a	  neat	  break	  with	  the	  past.	  In	  either	  case,	  these	  
arguments	  conveniently	  situate	  their	  advocates	  outside	  history,	  since	  either	  
way	  tactical	  media	  practitioners	  have	  nothing	  of	  value	  to	  inherit	  from	  the	  
past	  (Fusco,	  2004).	  
	  
Having	  begun	  the	  process	  capturing	  photographic	  digital	  images	  and	  video	  sequences	  
through	  the	  train	  window,	  of	  the	  ‘framed’	  landscape	  view	  beyond,	  whilst	  on	  train	  
journeys	  taken	  between	  London	  and	  Stratford-­‐upon-­‐Avon,	  Warwickshire,	  what	  became	  
imperative	  in	  this	  research	  was	  the	  very	  signification	  of	  the	  (framed)	  ‘view’	  itself	  (in	  this	  
instance	  as	  framed	  through	  the	  train	  window,	  and	  as	  would	  have	  been	  framed	  by	  the	  
screen	  of	  the	  video-­‐podcasts),	  as	  a	  visual,	  spatial,	  and	  conceptual	  ideological	  political	  
position;	  within	  which	  the	  thesis	  itself	  (as	  opposed	  to	  the	  video	  podcasts)	  has	  become	  
the	  ‘site-­‐work’.	  
Whilst	  vision	  in	  its	  various	  manifestations,	  from	  the	  ocular	  of	  Jonathan	  Crary	  (1990),	  to	  
the	  psychoanalytical	  of	  Jacques	  Lacan’s	  theory	  of	  the	  gaze,	  to	  the	  phenomenological	  of	  
Maurice	  Merleau-­‐Ponty,	  is	  a	  well	  covered	  field	  of	  study,	  the	  ‘view’	  as	  addressed	  through	  
this	  thesis,	  that	  is,	  the	  view	  (as	  opposed	  to	  vision)	  as	  a	  geopolitical	  construct	  that	  shapes	  
us	  psychically	  and	  thus	  our	  relationship	  as	  citizens	  societally	  and	  to	  the	  space	  of	  the	  
public	  realm,	  has	  had	  minimal	  attention.	  From	  the	  position	  of	  an	  interdisciplinary	  
approach,	  the	  thesis	  draws	  on	  a	  wide	  range	  of	  references	  that	  have	  originated	  through	  
the	  development	  of	  my	  practice	  over	  a	  number	  of	  years.2	  The	  early	  seeds	  of	  this	  
research	  began	  to	  be	  developed	  in	  1998	  when	  I	  undertook	  the	  1998/99	  Arts	  Council	  
England	  Helen	  Chadwick	  Senior	  Research	  Fellowship	  at	  the	  British	  School	  at	  Rome	  and	  
The	  Laboratory	  at	  The	  Ruskin	  School	  of	  Drawing	  and	  Fine	  Art,	  Oxford	  University.	  During	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2	  Some	  photographic	  images	  which	  I	  took	  in	  the	  1980s	  and	  1990s	  which	  pertain	  to	  this	  research,	  are	  also	  
included	  in	  the	  thesis.	  They	  correspond	  to	  the	  photographs	  of	  the	  Santisimo	  Cristo	  de	  la	  Sagrada	  Cena	  
statue	  at	  the	  Iglesia	  de	  los	  Terceros,	  Seville,	  and	  views	  of	  and	  from	  the	  World	  Trade	  Center,	  1988.	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the	  six-­‐month	  research	  and	  production	  period,	  which	  was	  split	  between	  time	  as	  resident	  
in	  Rome	  and	  at	  Oxford	  University,	  I	  gained	  access	  to	  fifteenth	  century	  Latin	  text	  and	  map	  
manuscript	  translations	  of	  Claudius	  Ptolemy’s	  highly	  influential	  eight-­‐volume	  
Geographia	  held	  in	  the	  Vatican	  archives.	  Based	  on	  Ptolemy’s	  2nd	  century	  volumes,	  these	  
manuscripts	  visualise	  in	  cartographic	  form,	  the	  known	  world	  at	  the	  time	  based	  on	  
Ptolemy’s	  mathematical	  projections	  for	  viewing	  the	  Earth	  from	  the	  perspective	  of	  space.	  
Access	  to	  this	  archive	  was	  complemented	  by	  further	  research	  carried	  out	  in	  the	  
geography	  department	  at	  Oxford	  University,	  in	  which	  through	  discussions	  with	  scholars	  I	  
investigated	  how	  ‘modern’	  mapping	  technologies	  visualise	  and	  interpret	  cartographic	  
information.	  It	  was	  during	  this	  period	  that	  I	  met	  and	  developed	  an	  ongoing	  dialogue	  
over	  a	  number	  of	  years	  with	  the	  late	  cultural	  and	  historical	  geographer	  Denis	  Cosgrove.	  
His	  writings	  on	  the	  political	  power	  of	  the	  image	  of	  the	  Earth	  as	  globe	  are	  well	  known,	  
and	  I	  commissioned	  his	  essay	  titled	  The	  form	  of	  the	  globe	  and	  western	  imaginings	  (1999)	  
for	  a	  publication	  to	  accompany	  a	  subsequent	  fellowship	  I	  undertook	  in	  the	  Remote	  
Sensing	  unit	  at	  the	  University	  of	  Dundee	  in	  1999.	  It	  was	  also	  during	  my	  stay	  at	  Oxford	  
University	  that	  I	  developed	  a	  dialogue	  with	  Maria	  Kaika,	  at	  the	  time	  a	  lecturer	  in	  Human	  
Geography	  at	  St	  Peter's	  College	  where	  I	  was	  resident.	  The	  theories	  of	  both	  Cosgrove	  
(image	  of	  the	  Earth	  globe)	  and	  Kaika	  (urban	  politics	  and	  iconic	  buildings)	  appear	  
throughout	  this	  thesis.	  
Thus	  this	  research	  is	  a	  synthesis	  of	  theory	  and	  practice	  that	  has	  undergone	  a	  dialectic	  
process	  drawing	  on	  theoretical	  and	  practical	  sources	  including	  space	  exploration,	  film	  
studies,	  religion,	  photography,	  popular	  culture,	  geography,	  politics,	  contemporary	  visual	  
culture,	  historical	  painting,	  architecture,	  and	  urban	  regeneration.	  As	  well	  as	  the	  
geographers	  Cosgrove	  and	  Kaika	  discussed	  above,	  the	  thesis	  draws	  on	  key	  thinkers	  such	  
as	  the	  geographer	  and	  social	  theorist	  David	  Harvey,	  philosopher,	  historian	  and	  social	  
theorist	  Michel	  Foucault,	  philosopher	  and	  jurist	  Jeremy	  Bentham,	  social	  geographer	  
Raymond	  Williams,	  cultural	  theorist	  Paul	  Virilio,	  the	  work	  of	  film	  director	  Danny	  Boyle,	  
NASA	  archives,	  World	  Exhibitions,	  science	  fiction	  cinema,	  the	  images	  and	  music	  video	  of	  
astronaut	  Chris	  Hadfield,	  the	  children’s	  television	  programme	  Teletubbies,	  the	  work	  of	  
the	  painter	  Canaletto,	  and	  past,	  current,	  and	  future	  planned	  policies	  (and	  their	  impacts)	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implemented	  by	  successive	  UK	  governments,	  City	  of	  London	  Corporation,	  and	  the	  
Greater	  London	  Authority	  by	  the	  successive	  London	  Mayors	  Ken	  Livingstone	  and	  Boris	  
Johnson.	  Current	  developing	  debates	  on	  regeneration	  and	  building	  plans	  for	  the	  city	  of	  
London	  (tall	  buildings	  debate)	  have	  been	  included	  in	  this	  thesis.	  
The	  premise	  of	  my	  practice	  and	  methodology	  is	  non-­‐studio	  based.3	  It	  is	  borne	  from	  the	  
understanding	  that	  the	  conceptual,	  contextual,	  spatial,	  aesthetic,	  and	  psychological	  
environment	  of	  normative	  artists	  studios,	  is	  both	  detrimental	  to,	  and	  at	  odds	  with,	  the	  
ideological,	  and	  political	  engagement	  of	  my	  concerns.	  The	  politics	  of	  power	  and	  its	  
relationship	  (symbolic	  or	  active)	  to	  the	  urban,	  architecture,	  and	  notions	  of	  colonialism	  
and	  imperialism,	  are	  at	  the	  core	  of	  my	  past	  practice	  and	  form	  the	  basis	  of	  this	  thesis.	  Key	  
to	  my	  methodology	  therefore,	  is	  a	  critical	  enquiry	  and	  positioning	  ‘of	  and	  within’	  lived	  
social	  space.	  It	  is	  this	  interdisciplinary	  context	  that	  shapes	  and	  informs	  my	  research	  as	  a	  
practitioner.	  This	  methodological	  approach	  is	  reflected	  and	  articulated	  through	  this	  
thesis;	  it	  conjoins	  ideas,	  influences,	  encounters,	  and	  effects	  that	  might	  at	  first	  appear	  
disparate,	  but	  in	  actual	  fact,	  as	  the	  thesis	  instantiates,	  are	  intimately	  related	  
conceptually,	  theoretically,	  and	  politically.	  	  
Specific	  journeys	  have	  been	  undertaken	  as	  a	  key	  method	  of	  investigation;	  by	  foot	  in	  
London,	  by	  train	  between	  urban	  London	  (where	  I	  live)	  understood	  as	  ‘capital’	  ‘Heart	  of	  
Empire’,	  and	  rural	  Warwickshire	  (where	  I	  was	  brought	  up),	  understood	  as	  iconic,	  rural	  
‘Heart	  of’,	  or	  ‘Middle	  England’,	  by	  funicular	  in	  Spain,	  by	  cable	  car	  over	  the	  River	  Thames,	  
up	  tall	  buildings	  in	  London,4	  by	  hot-­‐air	  balloons	  over	  London	  and	  Warwickshire,	  and	  by	  
aeroplane	  over	  Europe.	  Whilst	  walking	  has	  been	  used	  as	  a	  method,	  it	  is	  walking,	  looking,	  
encountering,	  and	  reflecting	  that	  has	  become	  a	  central	  feature	  of	  the	  research.	  This	  is	  
the	  activity	  of	  walking	  not	  out	  of	  choice	  or	  leisure	  but	  out	  of	  practical	  necessity	  to	  get	  
from	  A	  to	  B.	  It	  is	  a	  regular	  and	  repetitive	  activity	  enacted	  as	  the	  lived	  experience	  of	  
negotiating	  the	  fabric	  of	  the	  city	  of	  London.	  As	  a	  visual,	  spatial,	  and	  conceptual	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3	  I	  began	  to	  evolve	  this	  choice	  of	  working	  method	  through	  my	  undergraduate	  and	  postgraduate	  art	  school	  
training	  at	  Maidstone	  College	  of	  Art	  and	  Newcastle	  Polytechnic	  from	  the	  mid	  1980s	  through	  to	  late	  1990.	  	  
4	  The	  buildings	  have	  been	  1	  Riverlight	  (Nine	  Elms),	  30	  St	  Mary	  Axe,	  240	  Blackfriars,	  ArcelorMittal	  Orbit,	  
Balfron	  Tower,	  Centre	  Point,	  Heron	  Tower,	  Kelson	  House,	  Shard,	  Tower	  42,	  and	  Willis	  Building.	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relationship	  with	  and	  through	  the	  urbanscape,	  this	  has	  been	  a	  major	  instigator	  of	  the	  
research.	  
For	  the	  most	  part	  whilst	  undertaking	  this	  research	  I	  lived	  in	  Aldgate,	  east	  London.	  Whilst	  
only	  a	  few	  feet	  away	  from	  the	  boundary	  of	  the	  City,	  the	  financial	  centre	  of	  the	  UK,	  
Aldgate	  lies	  within	  the	  boundary	  of	  the	  London	  Borough	  of	  Tower	  Hamlets	  with	  its	  
attendant	  history	  of	  high	  immigration	  and	  social	  disadvantage.	  During	  a	  seven-­‐year	  
period	  as	  resident	  of	  Aldgate,	  the	  area	  underwent	  (and	  continues	  to	  undergo)	  a	  huge	  
surge	  of	  urban	  redevelopment,	  both	  the	  gentrification	  of	  this	  western	  edge	  of	  Tower	  
Hamlets,	  and	  the	  investment	  of	  capital	  evident	  in	  the	  construction	  of	  tall	  buildings	  with	  
their	  marketed	  ‘views’	  for	  the	  use	  of	  multi-­‐national	  corporations	  and	  exclusive	  
residential	  sale.	  Together	  with	  the	  attendant	  privatisation	  of	  outdoor	  spaces	  associated	  
with	  and	  surrounding	  these	  developments,	  and	  their	  subsequent	  ‘management’	  and	  
securitisation	  through	  the	  proliferation	  of	  CCTV	  cameras,	  this	  context	  both	  draws	  and	  
expands	  on	  interests	  that	  have	  been	  central	  to	  my	  practice	  for	  a	  number	  of	  years,	  and	  in	  
particular	  informs	  sections	  of	  Chapter	  Two:	  The	  view	  from	  above.	  
Paradoxically	  a	  five-­‐minute	  walk	  south	  from	  my	  previous	  home	  in	  Aldgate	  is	  the	  World	  
Heritage	  Site	  of	  the	  Tower	  of	  London.	  Views	  towards	  this	  site	  from	  Tower	  Bridge	  and	  
Queen’s	  Walk	  across	  the	  river	  Thames	  constitute	  two	  of	  the	  twenty-­‐seven	  designated	  
views	  under	  the	  rubric	  of	  the	  London	  View	  Management	  Framework,	  the	  Mayoral	  
London	  Plan’s	  urban	  development	  policy	  guide.	  An	  analysis	  of	  these	  designated	  views	  
features	  in	  Chapter	  Three:	  The	  view.	  
The	  commute	  to	  and	  from	  work	  between	  Aldgate	  and	  Elephant	  and	  Castle	  in	  South	  
London	  past	  the	  Shard	  building	  has	  provided	  a	  regular	  close	  up	  view	  of	  its	  construction	  
process.	  Built	  despite	  the	  London	  View	  Management	  Framework	  policy	  guide,	  the	  Shard	  
features	  in	  the	  skyline	  of	  a	  number	  of	  these	  designated	  views.	  Throughout	  a	  three-­‐year	  
period	  photographing	  these	  views	  located	  across	  London	  the	  construction	  of	  the	  Shard	  
appears	  at	  various	  stages	  of	  completion,	  and	  became	  an	  unintentional	  characteristic	  of	  
the	  photographic	  series	  featured	  in	  Chapter	  Three	  that	  analyses	  the	  designated	  and	  
protected	  views	  of	  London.	  Moving	  to	  Leyton	  in	  east	  London	  and	  walking	  daily	  to	  and	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from	  the	  tube	  station	  from	  my	  home,	  in	  between	  the	  regimented	  residential	  streets	  
looms	  the	  distinct	  solitary	  structure	  of	  the	  Shard	  in	  the	  distant	  horizon.	  Providing	  the	  
only	  visual	  signifier	  of	  familial	  central	  London,	  the	  Shard,	  a	  testament	  to	  London’s	  
infrastructure	  of	  capital	  development	  and	  investment,	  permeates	  the	  socio-­‐economic	  
signification	  of	  the	  views,	  of	  and	  from,	  buildings	  prevalent	  in	  the	  London	  skyline,	  that	  
has	  been	  incorporated	  into	  Chapters	  Two	  and	  Three	  of	  this	  thesis.	  
Since	  autumn	  2011	  my	  regular	  spatial	  encounter	  with,	  observation	  of,	  and	  working	  
within,	  the	  privatised	  public	  space	  of	  (an)	  urban	  redevelopment	  (King’s	  Cross	  estate,	  
London),	  has	  recently	  began	  to	  inform	  and	  position	  my	  research.	  For	  instance	  the	  
predicated	  construction	  of	  these	  spaces	  provided	  for	  citizens	  as	  a	  social	  public	  space	  and	  
its	  positioning	  as	  public	  consumerist	  spectacle	  is	  included	  in	  sections	  of	  Chapter	  Two	  and	  
Three	  of	  this	  thesis.	  
Underpinning	  my	  non-­‐studio	  based	  methodology	  has	  been	  the	  practice	  of	  photography	  
as	  a	  mechanism	  of	  observation	  and	  record,	  carried	  out	  as	  an	  intrinsic	  part	  of	  the	  
conceptual	  and	  theoretical	  thought	  process.	  This	  has	  involved	  going	  back	  with	  a	  camera	  
to	  the	  streets	  I	  have	  walked,	  looked,	  encountered,	  and	  reflected	  on,	  such	  as	  
construction	  sites	  and	  their	  building	  promotional	  hoardings	  in	  Aldgate,	  King’s	  Cross,	  and	  
other	  areas	  of	  London.	  Whilst	  on	  other	  occasions	  I	  have	  had	  a	  camera	  to	  specifically	  
photograph	  views	  through	  train	  and	  aeroplane	  windows;	  tall	  buildings	  (and	  public	  
sculpture)	  and	  their	  ‘viewing	  points’	  across	  London;	  night	  time	  photographs	  of	  the	  
International	  Space	  Station	  orbiting	  across	  the	  sky	  from	  the	  perspective	  of	  residential	  
streets	  and	  back	  garden	  in	  Leyton,	  London,	  front	  garden	  and	  through	  house	  windows	  in	  
Stratford-­‐upon-­‐Avon,	  Warwickshire,	  and	  roof	  terrace	  in	  La	  Herradura,	  Granada,	  Spain;	  
and	  designated	  and	  protected	  views	  across	  London.	  Some	  of	  these	  photographic	  images	  
are	  intrinsic	  components	  of	  the	  written	  text	  creating	  a	  thesis	  as	  practice,	  a	  ‘site-­‐work’,	  
whilst	  others,	  as	  a	  series,	  constitute	  an	  artwork	  produced	  as	  an	  ‘object’,	  a	  book.	  
Therefore	  the	  thesis,	  as	  a	  methodology,	  is	  structured	  into	  three	  perspectival	  conceptual,	  
visual,	  and	  spatial	  vantage	  points	  that	  guide	  the	  reader/viewer	  through	  the	  research	  
with	  three	  sets	  of	  photographic	  image	  inserts	  incorporated	  into	  the	  thesis	  ‘site-­‐work’	  to	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conclude	  each	  of	  the	  three	  chapters.	  The	  reader/viewer	  is	  guided	  from	  the	  distanced	  
vantage	  point	  from,	  and	  of,	  space	  to	  the	  ‘here	  and	  now’	  of	  the	  site	  where	  this	  thesis	  as	  a	  
‘site-­‐work’	  resides	  in	  the	  library	  at	  Central	  Saint	  Martins.	  	  	  	  
The	  image	  inserts	  Watching	  them	  watching	  us	  at	  the	  end	  of	  Chapter	  One	  The	  world	  as	  
exhibition,	  visualise	  the	  white	  trail5	  tracing	  the	  International	  Space	  Station’s	  (ISS)	  orbital	  
trajectories	  across	  the	  night	  sky	  above.	  The	  images	  suggest	  the	  transference	  of	  the	  
symbolic	  all	  knowledgeable	  celestial	  Divine	  Eye	  of	  religious	  iconography	  gazing	  down	  
onto	  the	  Earth,	  to	  the	  technological	  ‘eye’	  of	  the	  powerful	  political	  nations	  as	  exemplified	  
through	  the	  orbiting	  satellite	  (as	  object),	  and	  by	  the	  technological	  achievements	  of	  
space	  technology.	  The	  work	  seeks	  a	  reversal	  of	  the	  human	  longing	  to	  ‘look	  down’	  onto	  
the	  terrestrial	  Earth	  from	  the	  perspective	  of	  space	  and	  instead	  facilitates	  our	  ‘gaze	  
upwards’	  towards	  the	  sky	  to	  ‘watch	  them,	  watch	  us’.	  The	  ‘gaze	  up’	  to	  the	  orbiting	  object	  
of	  authoritative	  power,	  mirrors	  the	  authoritative	  power	  of	  the	  ‘gaze	  down’.	  	  
The	  view	  belongs	  to	  ‘everyone’	  at	  the	  end	  of	  Chapter	  Two	  The	  view	  from	  above,	  feature	  
panoramic	  views	  of	  and	  from	  the	  London	  skyline	  attained	  from	  high	  vantage	  points	  
including	  30	  St	  Mary	  Axe,	  the	  Shard,	  Tower	  42,	  and	  Centre	  Point.	  The	  images	  
imaginatively	  scrutinise	  the	  ‘privileged’	  private	  views	  over	  the	  publicly	  accessible	  sphere	  
below.	  Whilst	  the	  accepted	  symbolism	  of	  these	  architectural	  landmarks	  enact	  
significations	  of	  commercial	  and	  political	  might,	  the	  increase	  in	  the	  construction	  of	  tall	  
buildings	  in	  London	  and	  its	  attendant	  changing	  skyline	  paradoxically	  exposes	  symptoms	  
of	  economic	  crisis.	  	  
Finally	  the	  inserts	  Privatised	  public	  views	  at	  the	  end	  of	  Chapter	  Three	  The	  view,	  highlight	  
views	  of	  the	  King’s	  Cross	  estate;	  the	  boarded	  up	  walk	  along	  King’s	  Boulevard;	  visual	  
branding	  hoardings;	  estate	  security;	  Granary	  Square;	  fountains;	  building	  construction.	  
The	  images	  captured	  during	  a	  short	  time	  frame	  in	  2014,	  offer	  a	  pragmatic	  ‘freeze	  frame’	  
record	  of	  the	  development	  of	  the	  private	  estate	  with	  its	  mixed	  commercial	  and	  
residential	  buildings	  and	  open	  spaces	  that	  are	  symptomatic	  of	  a	  neoliberal	  society	  in	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5	  The	  ISS	  appears	  to	  the	  naked	  eye	  as	  a	  very	  bright	  moving	  satellite,	  its	  detectable	  visibility,	  as	  noted	  earlier,	  
is	  only	  achieved	  through	  the	  sun’s	  reflection	  onto	  its	  surface.	  The	  white	  trail	  is	  created	  through	  its	  
movement	  during	  a	  long	  photographic	  exposure.	  It	  is	  not	  visible	  as	  a	  trail	  to	  the	  naked	  eye.	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which	  regeneration	  projects	  are	  invested	  and	  manifested	  as	  sites	  and	  sights	  of	  economic	  
consumption.	  	  
In	  parallel	  to	  the	  photographic	  methodology,	  video	  footage	  has	  also	  been	  recorded	  at	  
certain	  stages	  throughout	  this	  research	  process;	  on	  the	  streets	  in	  Aldgate;	  through	  train	  
windows;	  from	  hot-­‐air	  balloons;	  from	  funiculars	  in	  Spain;	  from	  cable	  car	  above	  the	  River	  
Thames.	  Some	  of	  the	  resultant	  footage	  has	  been	  developed	  into	  video	  works	  as	  practice.	  
Three	  of	  the	  five	  video	  works	  in	  this	  thesis	  have	  been	  edited	  as	  double	  split-­‐screens;	  two	  
hot-­‐air	  balloon	  flights	  undertaken	  above	  differing	  sites	  have	  been	  edited	  to	  be	  viewed	  
simultaneously	  side	  by	  side;	  two	  views	  through	  the	  windows	  of	  opposing	  ends	  of	  a	  cable	  
car	  journey	  have	  been	  edited	  to	  be	  viewed	  simultaneously	  side	  by	  side;	  one	  continuous	  
stretch	  of	  landscape	  scenery	  viewed	  through	  a	  train	  window	  has	  been	  cut,	  flipped,	  
slowed	  down,	  and	  edited	  into	  two	  separate	  sequences	  to	  be	  viewed	  simultaneously	  side	  
by	  side.	  Intrinsic	  to	  the	  thematics	  of	  these	  works	  are	  concepts	  of	  the	  ‘view’,	  thus	  
simultaneous	  ‘viewing’	  is	  fundamental	  to	  ideologies	  analysed	  through	  these	  three	  
particular	  works.6	  	  
The	  methods	  involved,	  artworks	  produced,	  as	  research,	  and	  rhythm	  of	  the	  text	  in	  this	  
thesis	  are	  temporal.	  The	  methodology	  of	  journeys,	  walking,	  looking,	  encountering	  and	  
reflecting	  as	  a	  feature	  of,	  for,	  or	  as	  research	  are	  temporary;	  the	  medium	  of	  the	  artworks	  
video	  and	  photography,	  with	  what	  is	  captured	  through	  the	  lens	  –	  orbiting	  spaceship,	  
views	  from	  train	  windows,	  hot-­‐air	  balloons,	  cable	  car,	  of	  construction	  sites,	  of	  and	  from	  
buildings,	  and	  designated	  and	  protected	  views	  –	  providing	  one	  static	  moment	  of	  
constantly	  changing	  thus	  temporary	  land/urbanscapes;	  and	  the	  rhythm	  of	  the	  text	  in	  
this	  thesis,	  with	  the	  introduction	  and	  each	  chapter	  beginning	  framed	  as	  it	  is,	  within	  a	  
factual	  momentary	  encounter.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6	  Additionally	  an	  underlying	  aspect	  of	  my	  approach	  towards	  the	  use	  of	  a	  double	  split-­‐screen	  is	  my	  
simultaneous	  bilingualism	  in	  English	  and	  Spanish.	  Originating	  from	  the	  British	  Overseas	  Territory	  of	  
Gibraltar,	  both	  languages	  are	  acquired	  as	  first	  languages	  code-­‐switching	  between	  them	  in	  speech.	  For	  
schooling,	  cultural,	  and	  official	  purposes	  only	  English	  is	  ever	  used,	  hence	  culturally	  and	  psychologically	  it	  is	  
the	  more	  dominant	  language.	  This	  mental	  cognition	  of	  two	  separate	  yet	  simultaneously	  occurring	  lexicons	  
has	  effected	  me	  with	  a	  dual	  sense	  of	  perception	  (at	  times	  conflicting	  and	  in	  contradiction	  to	  each	  other),	  
which	  manifests	  itself	  in	  my	  approach	  towards	  and	  experience	  of	  the	  world	  around	  me.	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Much	  of	  the	  thesis	  has	  been	  written	  in	  situ,	  that	  is,	  for	  the	  actual	  practice	  of	  writing	  I	  
have	  been	  situated	  in	  the	  sites,	  and	  with	  the	  sights	  that	  have	  constituted	  the	  contexts	  of	  
and	  for	  research.	  For	  instance	  the	  introduction	  to	  the	  thesis	  was	  written	  in,	  and	  about	  
Aldgate	  as	  site,	  at	  the	  precise	  time	  of	  writing;	  this	  is	  followed	  through	  at	  the	  beginning	  
of	  Chapter	  Two	  when	  locating	  the	  number	  of	  CCTV	  cameras	  installed	  between	  my	  home	  
at	  the	  time,	  and	  Aldgate	  tube	  station;	  for	  Chapter	  One:	  The	  world	  as	  exhibition,	  in	  my	  
current	  home	  in	  Leyton,	  I	  wrote	  about	  locating,	  watching,	  and	  photographically	  
capturing	  the	  International	  Space	  Station	  (ISS)	  orbiting	  the	  night	  sky	  above.	  This	  was	  the	  
site	  where	  the	  majority	  of	  this	  ‘spotting’	  activity	  took	  place	  over	  a	  period	  of	  seven	  
months;	  as	  I	  looked	  out	  of	  the	  window	  of	  my	  home	  towards	  the	  Canary	  Wharf	  buildings	  
just	  visible	  on	  the	  distant	  horizon,	  I	  reflected	  on	  the	  changing	  London	  skyline	  as	  I	  wrote	  
about	  the	  symbolic	  corporatisation	  of	  this	  view	  for	  Chapter	  Two;	  the	  doctoral	  research	  
room	  at	  Central	  Saint	  Martins	  situated	  in	  the	  Granary	  Building	  with	  a	  window	  
overlooking	  Granary	  Square,	  has	  been	  the	  site	  for	  writing	  about	  the	  King’s	  Cross	  estate	  
in	  which	  it	  is	  situated,	  and	  the	  site	  where	  this	  thesis	  concludes	  in	  Chapter	  Three.	  No	  part	  
of	  this	  thesis	  has	  been	  written	  in	  libraries	  or	  in	  other	  locations	  that	  have	  not	  formed,	  at	  
some	  stage,	  a	  contextual	  site	  for	  research.	  This	  methodological	  approach	  to	  writing	  was	  
not	  pre-­‐prescribed	  as	  a	  means	  of	  writing	  about	  the	  research;	  it	  was	  in	  actual	  fact	  
developed	  and	  carried	  out	  concurrently,	  and	  it	  reflects	  an	  engagement	  with	  	  
site-­‐specificity	  as	  manifested	  in	  and	  through	  writing	  as	  practice.	  
The	  content	  and	  structure	  of	  the	  thesis	  is	  configured	  as	  a	  series	  of	  conceptual,	  visual,	  
and	  spatial	  vantage	  points	  that	  guide	  the	  reader/viewer	  through	  the	  research.	  Taking	  
Timothy	  Mitchell’s	  (1989)	  term	  ‘the	  world-­‐as-­‐exhibition’	  as	  the	  conceptual	  starting	  point	  
of	  the	  research,	  the	  methodology	  of	  the	  thesis	  begins	  in	  Chapter	  One	  by	  positioning	  the	  
reader/viewer	  with	  a	  view	  of	  the	  Earth	  from	  the	  panoramic	  perspective	  of	  space.	  
Through	  the	  three	  chapters,	  the	  thesis	  gradually	  moves	  down	  from	  the	  panoramic	  to	  
conclude	  in	  the	  specific	  of	  the	  located	  –	  the	  encounter	  of	  the	  artworks	  displayed	  in	  the	  
especially	  chosen	  room	  hosting	  the	  viva	  voce.	  The	  symbolic	  and	  active	  enactments	  of	  
the	  politics	  of	  power	  and	  authority	  as	  exemplified	  through	  the	  spatial	  position	  and	  
positioning	  of	  the	  view	  and	  the	  viewer,	  as	  exemplified	  through	  Mitchell’s	  term	  ‘the	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world-­‐as-­‐exhibition’	  forms	  the	  basis	  of	  this	  research.	  Therefore	  the	  conceptual,	  spatial,	  
and	  visual	  positioning	  of	  the	  panoptic	  symbolic	  ‘all-­‐seer’	  that	  the	  methodology	  of	  the	  
panoramic	  view	  enables,	  permeates	  throughout	  the	  investigation	  and	  structures	  the	  
thesis	  as	  a	  means	  of	  illuminating	  and	  articulating	  the	  power	  and	  knowledge	  relation	  
ingrained	  into,	  and	  afforded	  by,	  the	  ‘view’.	  Chapter	  One	  therefore	  radiates	  around	  the	  
Blue	  Marble	  photograph	  in	  order	  to	  analyse	  Western	  cultural	  discourses	  of	  unity,	  
control,	  and	  power	  in	  visual	  and	  objectified	  representations	  of	  the	  Earth.	  It	  draws	  from	  a	  
wide	  range	  of	  references,	  such	  as	  the	  early	  use	  of	  maps,	  terrestrial	  globes,	  visual	  
technologies,	  religious	  imagery,	  cinematic	  narratives,	  and	  space	  exploration.	  It	  does	  so	  
as	  the	  method	  I	  use	  to	  trace,	  interlink,	  and	  articulate	  to	  the	  reader/viewer	  the	  historic	  
development	  and	  formation	  of	  symbolic	  power	  and	  knowledge	  relations	  and	  public	  
displays	  of	  authority	  inherent	  in	  the	  concept	  and	  visuality	  of	  the	  spherical	  Earth	  globe,	  
which	  culminated	  in	  the	  momentous	  reaction	  to	  this	  image.	  Chapter	  Two	  focuses	  in	  to	  
position	  the	  reader	  with	  a	  view	  from	  an	  aerial	  perspective,	  reflecting	  upon	  the	  
Apollonian	  gaze	  as	  provider	  of	  mastery	  over	  territory	  and	  its	  inhabitants;	  a	  unity	  of	  
vision	  that	  is	  a	  central	  tenet	  in	  the	  history	  of	  visuality.	  Chapter	  Three	  moves	  the	  reader	  
to	  ground	  level	  with	  the	  thesis	  concluding	  in	  the	  present.	  It	  interrogates	  the	  ‘view’	  of	  
land/urban/scape	  whilst	  positioning	  it	  as	  a	  culturally	  constructed	  
socio/political/economic	  framework.	  	  
The	  perspectival	  viewpoints	  of	  the	  three	  chapters	  shift	  the	  position	  of	  the	  reader/viewer	  
from	  the	  panoramic	  and	  ‘global’	  to	  the	  particular	  and	  ‘located’	  concluding	  	  
site-­‐specifically	  in	  the	  ‘here	  and	  now’	  where	  you	  the	  reader/viewer	  encounter	  the	  
research	  in	  this	  thesis	  as	  ‘object’	  at	  the	  site	  where	  the	  physical	  manifestation	  of	  the	  
thesis	  resides	  in	  Central	  Saint	  Martins.	  The	  research	  draws	  to	  a	  close	  in	  the	  space	  
specifically	  chosen	  to	  host,	  and	  at	  the	  event	  of,	  the	  viva	  voce,	  in	  the	  Granary	  Building	  of	  
Central	  Saint	  Martins,	  in	  Granary	  Square,	  Kings’s	  Cross	  estate,	  London.	  Chosen	  for	  its	  
conceptual,	  spatial	  and	  visual	  attributes,	  the	  room’s	  floor	  to	  ceiling	  glass	  wall	  provides	  a	  
view	  of	  a	  private	  for	  public	  use	  space	  at	  the	  moment	  of	  the	  display	  and	  the	  encounter	  of	  
the	  work	  at	  the	  viva	  voce	  event.	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This	  ‘movement’,	  of	  and	  through,	  the	  thesis	  from	  the	  global	  to	  the	  located,	  is	  
undertaken	  in	  order	  to	  elucidate	  and	  scrutinise	  the	  formation	  and	  interrelatedness	  of	  
the	  signification	  of	  the	  ‘view’	  as	  a	  socio-­‐political	  issue	  that	  affects	  and	  shapes	  our	  
viewpoint	  from	  the	  ‘public’	  of	  the	  global	  to	  the	  ‘personal’	  of	  the	  located.	  This	  
methodology	  is	  important	  as	  the	  conceptual,	  visual,	  and	  spatial	  structuring	  of	  all	  the	  
components	  of	  the	  research	  submission	  of	  and	  as,	  writing	  visual	  material,	  and	  event,	  
situates	  the	  reader	  in	  a	  panoptic	  vista	  and	  temporal	  encounter	  with	  the	  thesis	  as	  a	  	  
‘site-­‐work’	  that	  synthesises	  you	  -­‐	  the	  reader	  -­‐	  with	  and	  as,	  you	  the	  viewer	  addressing	  the	  
view.	  Thus	  enabling	  the	  critical	  understanding	  of	  the	  positioning	  and	  configuration	  of	  






















             Fig.	  1:	  The	  Guardian	  newspaper	  headline,	  18	  March,	  1998 
 
	   33	  
1.1	  	  	  ‘Earth	  to	  go	  live	  on	  Internet’	  
On	  13	  March	  1998	  Al	  Gore,	  at	  the	  time	  the	  vice-­‐president	  of	  the	  United	  States,	  unveiled	  
his	  project	  for	  the	  ‘Earth	  to	  go	  live	  on	  Internet’	  [fig.	  1].7	  The	  Triana	  Program8	  as	  it	  was	  
named	  (after	  Rodrigo	  De	  Triana	  the	  first	  person	  to	  have	  sighted	  the	  ‘New	  World’	  of	  the	  
Americas	  on	  Christopher	  Columbus's	  1492	  voyage),	  would	  involve	  placing	  an	  artificial	  
satellite	  in	  deep	  space	  at	  the	  orbital	  point	  of	  Lagrange-­‐1.	  From	  this	  neutral	  gravity	  point	  
in	  space	  one	  million	  miles	  away	  from	  Earth,	  what	  scientists	  say	  is	  the	  natural	  vantage	  
point	  from	  which	  to	  observe	  the	  Earth,	  cameras	  on	  the	  orbiting	  Triana	  satellite	  would	  
beam	  back	  a	  continuous	  live	  colour	  image	  of	  the	  sunlit	  full	  disk	  terrestrial	  globe	  
transmitted	  to	  the	  Internet	  and	  television	  networks	  24	  hours	  a	  day.9	  Having	  supposedly	  
woken	  up	  from	  a	  dream	  at	  2am,	  logged	  on	  to	  the	  Internet	  and	  worked	  out	  how	  this	  
could	  be	  done,	  Gore’s	  vision	  was,	  as	  from	  the	  year	  2000,	  to	  allow:	  	  
people	  around	  the	  globe	  to	  gaze	  at	  our	  planet	  as	  it	  travels	  in	  its	  orbit	  
around	  the	  sun	  for	  the	  first	  time	  in	  history.	  
With	  the	  next	  millennium	  just	  around	  the	  corner,	  developing	  
this	  High	  Definition	  TV	  quality	  image	  of	  the	  full	  disk	  of	  the	  continuously	  lit	  
Earth	  and	  making	  it	  available	  24	  hours	  a	  day	  on	  the	  Internet	  will	  awaken	  a	  
new	  generation	  to	  the	  environment	  and	  educate	  millions	  of	  children	  
around	  the	  globe	  (The	  White	  House,	  1998).	  
	  
The	  live	  image	  proposed	  for	  broadcast	  by	  the	  Triana	  satellite	  was	  to	  resemble	  the	  iconic	  
photograph	  of	  the	  full	  sunlit	  Earth	  taken	  by	  the	  crew	  of	  the	  Apollo	  17	  spacecraft	  on	  7	  
December	  1972	  [fig.	  2],10	  yet	  the	  official	  mission	  statement	  of	  the	  Triana	  Program	  was	  
purportedly	  to	  gain	  insight	  into	  climate	  change,	  and	  the	  ozone	  layer,	  whilst	  
simultaneously	  inspiring	  a	  new	  generation	  to	  care	  for	  our	  planet’s	  wellbeing.	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7	  This	  phrase	  is	  taken	  from	  the	  Martin	  Kettle	  report	  of	  the	  project	  featured	  in	  The	  Guardian	  on	  18	  March	  
1998.	  
8	  It	  was	  later	  renamed	  by	  NASA	  (National	  Aeronautics	  and	  Space	  Administration)	  as	  DSCOVR	  (Deep	  Space	  
Climate	  Observatory).	  
9	  This	  broadcast	  would	  not	  have	  been	  available	  to	  those	  in	  society	  economically	  and	  technologically	  
disenfranchised.	  
10	  This	  photographic	  image	  is	  believed	  to	  be	  one	  of	  the	  most	  widely	  distributed	  images	  in	  the	  world.	  NASA	  
still	  images	  are	  mostly	  not	  copyright	  protected.	  See:	  <http://www.nasa.gov/multimedia/guidelines/>.	  





Fig.	  2:	  NASA	  Photo	  AS17	  –	  148	  –	  22727.	  Taken	  by	  Apollo	  17	  crew,	  7	  December,	  1972	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Criticisms	  however	  abounded	  over	  the	  scientific	  value	  of	  the	  mission,	  with	  the	  National	  
Research	  Council11	  concluding	  that	  the	  focus	  of	  Triana’s	  mission	  was	  the	  ‘development	  
of	  new	  observing	  techniques,	  rather	  than	  a	  specific	  scientific	  investigation’	  (Pielke,	  
2006).	  
It	  is	  acknowledged	  that	  Al	  Gore	  was	  greatly	  influenced	  by	  the	  iconic	  photograph	  taken	  
by	  the	  crew	  of	  Apollo	  17,	  the	  last	  photograph	  taken	  of	  a	  full	  Earth	  by	  human	  hand,12	  a	  
reproduction	  of	  which	  hung	  on	  the	  wall	  of	  his	  White	  House	  office.	  Despite	  the	  
photograph	  of	  the	  Blue	  Marble	  [fig.	  2],13	  as	  it	  has	  later	  come	  to	  be	  known,	  and	  the	  
photograph	  popularly	  known	  as	  Earthrise	  [fig.	  3],14	  taken	  on	  24	  December	  1968,	  having	  
never	  been	  considered	  of	  scientific	  value,	  Gore	  had	  for	  some	  time	  speculated	  how	  to	  
obtain	  a	  contemporary	  photograph	  of	  the	  whole	  Earth.	  One	  could	  argue	  that	  his	  
preferred	  scenario	  would	  have	  been	  a	  photograph	  taken	  manually	  by	  an	  astronaut,	  thus	  
bearing	  (human)	  witness	  to	  the	  sight	  of	  the	  whole	  Earth.	  However,	  the	  ideology	  of	  a	  live	  
broadcast	  from	  the	  satellite	  continuously	  and	  directly	  to	  ‘humanity’	  could,	  in	  this	  
respect,	  also	  be	  considered	  by	  Gore,	  as	  bearing	  ‘direct	  witness’.	  In	  his	  White	  House	  
Press	  Release	  Gore	  stated:	  	  
These	  images	  of	  the	  earth	  moved	  thousands	  of	  Americans	  […]	  In	  the	  history	  
of	  space	  exploration	  there	  are	  only	  a	  few	  photographs	  of	  the	  full	  earth	  that	  
have	  resonated	  with	  the	  public.	  Christmas	  1968	  was	  an	  epiphany	  for	  many	  
Americans,	  when	  they	  first	  saw	  the	  image	  “Earth	  Rising.”	  [fig.	  3]	  It	  is	  
considered	  one	  of	  the	  fundamentally	  profound	  images	  of	  this	  century.	  
Another	  photograph,	  “The	  Blue	  Marble”	  taken	  in	  1972	  during	  Apollo	  17,	  
began	  an	  era	  of	  global	  awareness	  (The	  White	  House,	  1998).	  
	  
Arguably	  Gore’s	  concerns	  leant	  towards	  emotional	  impact	  and	  visual	  spectacle	  where	  
sight	  (of	  the	  whole	  Earth)	  and	  insight	  (environmental),	  became	  blurred.	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11	  The	  National	  Research	  Council	  is	  an	  American	  independent	  body	  whose	  mission	  is	  to	  improve	  government	  
decision	  making	  and	  public	  policy.	  
12	  The	  Apollo	  17	  mission	  is	  the	  last	  time	  that	  humans	  have	  ventured	  beyond	  low	  Earth	  orbit.	  
13	  The	  Blue	  Marble	  is	  the	  popular	  name	  given	  to	  Photo	  AS17	  –	  148	  –	  22727.	  	  
14	  Photograph	  AS08-­‐14-­‐2383	  is	  popularly	  known	  as	  Earthrise.	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  Fig.	  3:	  NASA	  Photo	  AS08-­‐14-­‐2383.	  Taken	  by	  Apollo	  8	  crew,	  24	  December	  1968	  	  	  
	  
Claims	  of	  environmental	  monitoring	  by	  the	  Triana	  satellite	  should	  also	  not	  deter	  from	  
the	  more	  sinister	  reconnaissance	  and	  surveillance	  function	  that	  cameras	  orbiting	  in	  
deep	  space	  would	  no	  doubt	  have	  provided.	  After	  all	  it	  was	  during	  the	  space	  programme	  
of	  the	  1960s	  that	  the	  American	  President	  Lyndon	  B	  Johnson	  is	  quoted	  by	  Richard	  A.	  Best	  
Jr.	  as	  saying	  that	  a	  by-­‐product	  of	  knowledge	  gained	  through	  space	  photography	  
informed	  the	  American	  government	  ‘how	  many	  missiles	  the	  enemy	  has’	  (Best,	  2011:	  2).	  
Whilst	  the	  Triana	  satellite	  was	  built15	  the	  Triana	  Program	  itself	  was	  subsequently	  
abandoned	  in	  1999.16	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15	  The	  satellite	  remained	  in	  storage	  until	  2008.	  It	  has	  since	  been	  re-­‐considered	  for	  a	  possible	  launch	  but	  not	  
as	  an	  Earth	  observatory,	  and	  in	  2011	  President	  Barack	  Obama	  sought	  to	  raise	  funds	  to	  launch	  the	  satellite	  as	  
a	  solar	  observatory.	  
16	  The	  reason	  for	  this	  is	  unclear.	  Whilst	  NASA	  claimed	  that	  the	  scientific	  worth	  of	  the	  mission	  was	  not	  
enough	  to	  warrant	  funding	  from	  its	  limited	  science	  resource,	  the	  National	  Academy	  of	  Sciences	  proclaimed	  
that	  the	  mission	  was	  scientifically	  vital.	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1.2	  	  	  The	  all-­‐seer	  	  
Had	  Gore’s	  conceptual	  and	  visual	  spectacle	  the	  Triana	  Program	  come	  to	  fruition,	  what	  
would	  have	  been	  the	  socio-­‐political	  implications,	  and	  psychological	  effect	  of	  this	  
continuous	  live	  video	  broadcast	  of	  the	  Earth	  (as	  a	  global,	  rather	  than	  local	  [e]arth,17	  
concept	  and	  entity),	  from	  the	  perspective	  of	  space,	  on	  the	  psyche	  of	  a	  viewing	  
population	  back	  on	  Earth,	  who	  were,	  and	  continue	  to	  be,	  saturated	  with	  live	  images	  
from	  around	  the	  globe	  broadcast	  24/7?	  Astronauts	  have	  famously	  recounted	  the	  deep,	  
emotional	  and	  intense	  effect	  of	  viewing	  the	  Earth	  from	  space,18	  but	  consuming	  a	  live	  
video	  transmitted	  to	  the	  domestic	  setting	  of	  our	  living	  rooms	  through,	  and	  in	  the	  
context	  of,	  a	  television	  or	  computer	  screen,	  with	  their	  attendant	  cultural,	  and	  socio-­‐
economic	  commodification,	  induces	  a	  profoundly	  different	  ideological	  encounter	  in	  situ,	  
albeit	  through	  a	  spacecraft	  window.	  As	  Anne	  Friedberg	  writes:	  	  
cinematic	  and	  televisual	  apparatuses	  [offer]	  a	  mobilized	  “virtual”	  gaze.	  The	  
virtual	  gaze	  is	  not	  a	  direct	  perception	  but	  a	  received	  perception	  mediated	  
through	  representation	  (Friedberg,	  1994:	  2).	  	  
	  
Friedberg	  describes	  this	  gaze	  as	  one	  that	  ‘travels	  in	  an	  imaginary	  flânerie	  through	  an	  
imaginary	  elsewhere	  and	  an	  imaginary	  elsewhen’	  (Friedberg,	  1994:	  2).	  A	  virtual	  gaze	  
which,	  Friedberg	  argues,	  became	  most	  accentuated	  through,	  (though	  historically	  already	  
inherent	  in	  visual	  representation),	  the	  development	  of	  photography	  and	  the	  cinema	  
changing	  concepts	  of	  the	  ‘present	  and	  the	  real’	  (Friedberg,	  1994:	  3).	  Ideologies	  of	  
knowledge	  and	  power	  are	  intrinsically	  linked	  to	  the	  historical	  development	  of	  visual	  
technologies,	  which	  have	  been	  the	  means	  through	  which	  much	  imperial	  certainty	  has	  
been	  produced	  and	  reinforced,	  although	  of	  course	  not	  exclusively	  (Naldi,	  2011).	  The	  
electronic	  ‘eye’	  of	  the	  camera	  serves	  to	  objectify	  territories	  otherwise	  familiar.	  This	  
electronic	  monitoring	  of	  space	  makes	  possible	  a	  panoptic	  practice	  in	  which	  the	  eye	  can	  
transform	  foreign	  forces	  into	  objects	  that	  can	  be	  observed	  and	  measured	  and	  thus	  
control	  and	  ‘include’	  them	  within	  its	  scope	  of	  vision.	  These	  cameras,	  Paul	  Virilio	  argues,	  
are:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17	  With	  lower	  casing	  I	  mean	  ‘[e]arth’	  to	  denote	  earth	  from	  the	  perspective	  of	  local	  ground	  level.	  
18	  This	  is	  called	  the	  Overview	  Effect.	  For	  further	  reading	  on	  this	  see	  www.overviewinstitute.org/	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the	  absolute	  culmination	  of	  the	  inexorable	  march	  of	  progress	  of	  
representational	  technologies,	  of	  their	  military,	  scientific	  and	  investigative	  
instrumentalization	  over	  the	  centuries.	  With	  the	  interception	  of	  sight	  by	  the	  
sighting	  device,	  a	  mechanism	  emerges	  that	  no	  longer	  has	  to	  do	  with	  
simulation	  [...]	  but	  with	  substitution.	  This	  will	  become	  the	  ultimate	  special	  
effects	  of	  cinematic	  illusion	  (Virilio	  1994:	  47).	  
	  
The	  virtual	  gaze	  of	  photography	  and	  the	  moving	  image,	  in	  relation	  to	  the	  practice	  of	  this	  
research,	  will	  be	  elaborated	  upon	  later	  in	  this	  chapter,	  and	  throughout	  Chapter	  Two	  and	  
Three.	  
Recent	  revelations	  involving	  the	  United	  States	  National	  Security	  Agency,	  and	  the	  UK’s	  
GCHQ,19	  have	  highlighted	  our	  surveilled	  society;20	  satellite	  reconnaissance	  is	  historically	  
well	  known,	  and	  Google	  Earth,	  with	  its	  attendant	  Street	  View,	  is	  now	  a	  ubiquitous	  
application.	  So	  the	  knowledge	  of	  being	  ‘watched’,	  and	  from	  such	  a	  distance	  as	  to	  
provide	  no	  close	  up	  detail	  of	  surveillance	  worth,	  is	  in	  itself	  of	  no	  great	  concern,	  or	  of	  
practical	  use	  to	  the	  observer.	  However,	  it	  is	  the	  very	  ideology	  in	  the	  concept	  of	  vision,	  
equating	  vision	  with	  knowledge21	  that	  is	  problematic,	  for	  the	  Triana	  live	  broadcast	  would	  
have	  positioned	  the	  United	  States	  Government,	  the	  commissioner	  of	  the	  project,	  as	  the	  
central	  authoritative	  figure,	  with	  the	  electronic	  eyes	  of	  Triana’s	  satellite	  cameras	  
offering	  a	  symbolic	  progression	  from	  the	  iconic	  religious	  model	  of	  the	  Divine	  Eye.22	  	  
The	  eye	  of	  the	  ‘all-­‐seer’,	  the	  eye	  of	  God	  (of	  all	  knowledge),	  captures	  a	  (male)23	  ‘view	  
from	  above	  [that]	  contemplates	  all	  capital	  sins	  and	  refers	  to	  the	  central	  message	  of	  
redemption’	  (Schmidt-­‐Burkhardt,	  2002:	  20).	  The	  image	  of	  the	  Earth	  from	  such	  a	  distance	  
would	  have	  fulfilled	  the	  ultimate	  position	  of	  power:	  to	  view	  the	  world	  from	  outside,	  to	  
look	  down	  upon,	  and	  see	  the	  world	  from	  the	  divine	  perspective	  of	  God,24	  (under	  the	  
aegis	  of	  the	  United	  States	  Government).	  The	  Triana	  satellite	  cameras	  would	  have	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19	  GCHQ	  is	  an	  intelligence	  and	  security	  organisation.	  Ongoing	  cases	  involve	  the	  National	  Security	  Agency	  
whistleblower	  Edward	  Snowden,	  and	  Julian	  Assange	  of	  WikiLeaks.	  
20	  Although	  how	  surveilled	  society	  is,	  was	  both	  well	  known,	  and	  not	  a	  recent	  occurrence.	  
21	  I	  am	  particularly	  referring	  to	  the	  language	  terminology	  of	  the	  term	  “I	  see”	  meaning	  “I	  know”.	  
22	  Eye	  of	  ‘God’.	  
23	  God	  is	  generally	  ‘assumed’	  to	  be	  male,	  as	  is	  the	  concept	  of	  the	  ‘gaze’	  generally	  associated	  as	  a	  ‘male’	  
gaze.	  
24	  I	  am	  not	  making	  a	  claim	  of	  surety	  on	  the	  existence	  of	  God,	  but	  merely	  highlighting	  popularly	  held	  
symbolism.	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provided,	  had	  the	  project	  gone	  ahead,	  a	  privileged	  view,	  whereby	  humanity	  would	  have	  
been	  liberated	  from	  earthly	  constraints25	  to	  be	  imaginatively	  elevated,	  and	  looked	  down	  
on	  to	  the	  terrestrial	  globe	  symbolically	  appropriating	  the	  Earth.	  As	  Denis	  Cosgrove	  
writes:	  	  
the	  ability	  to	  ‘see’	  the	  earth,	  to	  grasp	  its	  totality	  within	  a	  single	  glance,	  to	  
obtain	  a	  unified	  vision	  of	  its	  form	  and	  surface,	  is	  an	  idea	  of	  awesome,	  
untrammelled	  power	  (Cosgrove	  1999:	  35).	  
	  
The	  divine,	  passive	  and	  contemplative	  gaze	  echoed	  through	  this	  continuous	  live	  
broadcast,	  would	  have	  instituted	  a	  distance	  from,	  and	  mastery	  over,	  the	  image	  of	  the	  
Earth	  globe	  being	  transmitted,	  with	  its	  singular	  gaze	  (the	  United	  States),	  becoming	  the	  
symbolic	  centre	  of	  all	  knowledge	  and	  creation.	  	  
	  
1.3	  	  	  Visualising	  the	  globe	  	  
The	  desire	  and	  quest	  to	  visualise	  the	  Earth	  is	  not	  a	  recent	  phenomenon.	  Ancient	  
civilisations’	  response	  to	  the	  basic	  primeval	  question	  of	  “where	  am	  I?”	  and	  by	  the	  same	  
token	  “who	  am	  I?”,	  was	  to	  imagine	  and	  create	  an	  image	  of	  their	  known	  world	  as	  if	  
observed	  from	  the	  privileged	  vantage	  point	  from	  above,	  and	  thus	  ‘outside’	  of	  Earth;	  a	  
world	  which	  lay	  at	  the	  centre	  of	  all	  creation.	  Whilst	  not	  conclusive,	  it	  is	  generally	  
believed	  that	  the	  origins	  of	  our	  understanding	  of	  the	  Earth	  as	  sphere,	  rather	  than	  flat	  
surface,26	  dates	  back	  to	  the	  6th	  century,	  to	  Pythagoras’27	  Harmony	  of	  the	  Spheres.28	  
Whilst	  Eratosthenes29	  was	  the	  first	  to	  calculate	  the	  circumference	  of	  the	  Earth,	  it	  was	  
Claudius	  Ptolemy’s	  work30	  that	  proved	  to	  be	  the	  culmination	  of	  cartography	  in	  the	  
ancient	  world.	  Whereas	  the	  early	  Greeks	  had	  been	  content	  to	  leave	  blanks	  in	  maps	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25	  As	  above,	  this	  is	  popularly	  held	  symbolism.	  
26	  Or	  even	  according	  to	  certain	  eastern	  and	  Indian	  mythologies,	  the	  Earth	  (though	  not	  as	  a	  sphere)	  was	  
supported	  on	  the	  back	  of	  a	  tortoise,	  or	  on	  elephants	  standing	  on	  the	  back	  of	  a	  tortoise.	  
27	  Pythagoras	  was	  a	  Greek	  philosopher	  and	  mathematician.	  
28	  Pythagoras	  proposed	  that	  the	  planets	  and	  the	  stars	  moved	  in	  accordance	  with	  mathematical	  ratios,	  with	  
the	  ‘tones’	  they	  emitted	  being	  proportional	  to	  their	  shape,	  size,	  and	  celestial	  movement.	  
29	  Eratosthenes	  (276	  BC	  –	  194	  BC)	  was	  a	  Greek	  mathematician.	  
30	  Greek/Roman	  astronomer	  and	  geographer	  based	  in	  Alexandria,	  (ca.	  90	  AD	  –	  168	  AD).	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where	  knowledge	  ceased,	  Ptolemy	  filled	  in	  the	  blanks	  with	  theoretical	  conceptions.31	  It	  
was	  his	  influential	  eight	  volume	  Geographia,32	  rediscovered	  and	  translated	  into	  Latin	  
(with	  added	  cartographic	  maps)33	  in	  the	  fifteenth	  century,34	  that	  provided	  the	  first	  
mathematical	  projections	  for	  visually	  attaining	  a	  global	  view,	  that	  is,	  a	  view	  of	  the	  Earth	  
globe	  from	  the	  ‘outside’,	  as	  if	  observed	  from	  the	  perspective	  of	  space.35	  	  
The	  subsequent	  geographic	  exploration	  and	  colonisation,	  from	  the	  fifteenth	  to	  the	  
seventeenth	  centuries	  by	  Europeans,36	  of	  the	  Americas,	  Africa,	  Asia,	  and	  Oceania,	  in	  
search	  of	  trade	  routes,	  economic	  wealth,	  and	  the	  spread	  of	  Christendom,	  alongside	  
Ferdinand	  Magellan’s37	  circumnavigation	  of	  the	  globe,	  prompted	  the	  popularity	  of	  
terrestrial	  globes.38	  The	  ownership	  of	  a	  globe,	  as	  a	  physical	  object	  representing	  the	  
Earth,	  became	  an	  ideological	  and	  visual	  possession	  that	  signified	  and	  symbolised	  
political,	  intellectual,	  economic,	  and	  social	  standing.39	  	  
	  
1.4	  	  	  World	  picture	  	  
The	  popularity	  of	  ownership	  of	  a	  globe,	  and	  its	  depiction40	  through	  portraiture,	  
symbolically	  holding	  or	  posing	  alongside	  a	  terrestrial	  globe,	  remains.	  Gore’s	  vision	  of	  the	  
live	  video	  transmission	  of	  the	  Earth	  from	  the	  perspective	  of	  outer	  space,	  would	  have	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31	  Ptolemy	  introduced	  the	  method	  and	  means	  of	  latitude	  and	  longitude.	  	  
32	  Ptolemy’s	  Geographia,	  although	  consisting	  entirely	  of	  text,	  constituted	  the	  first	  general	  atlas	  of	  the	  world.	  	  
33	  The	  original	  version	  did	  not	  contain	  maps.	  Maps	  were	  later	  produced	  and	  included	  in	  the	  translated	  
volumes	  in	  accordance	  to	  his	  instructions	  and	  information.	  
34	  This	  also	  coincided	  with	  the	  progression	  of	  cartography	  in	  part	  due	  to	  the	  invention	  of	  printing	  and	  
engraving,	  and	  thereby	  it’s	  ‘mass’	  distribution,	  and	  the	  Age	  of	  Discovery.	  	  
35	  The	  Geographia	  contained	  instructions	  on	  how	  to	  construct	  terrestrial	  globes	  and	  the	  technique	  of	  map	  
projection	  transferred	  from	  the	  surface	  of	  a	  terrestrial	  globe	  on	  to	  a	  two	  dimensional	  surface.	  
36	  Under	  the	  patronage,	  and	  on	  behalf	  of	  the	  European	  Monarchs	  of	  Portugal,	  Spain,	  England,	  Netherlands,	  
France,	  and	  the	  Papacy	  of	  the	  Holy	  See.	  	  
37	  Magellan	  was	  a	  Portuguese	  explorer,	  (1480	  –	  1521).	  
38	  The	  intended	  use	  of,	  and	  the	  fashion	  of	  the	  time	  dictated	  the	  material,	  size	  and	  design	  of	  the	  globes.	  
39	  So	  much	  so	  that	  a	  means	  of	  a	  Monarch,	  or	  individual	  alike,	  further	  ‘advertising’	  their	  ownership	  of	  a	  globe	  
was	  to	  commission	  their	  painted	  portrait	  in	  which	  they	  were	  depicted	  holding,	  or	  standing	  alongside,	  a	  
terrestrial	  globe.	  
40	  Some	  would	  say	  immortalised	  for	  posterity.	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continued	  this	  tradition	  (had	  the	  project	  not	  been	  abandoned),	  albeit	  conceptually,41	  
through	  the	  potentiality	  of	  advanced	  visual,	  communication,	  and	  rocket	  technologies	  
available	  in	  the	  twentieth	  and	  twenty-­‐first	  centuries.	  Both	  these	  historic	  and	  
contemporary	  imaginings	  bring	  to	  mind	  Timothy	  Mitchell’s	  (1989)	  claim	  of	  the	  ‘world	  as	  
exhibition’.	  Drawn	  from	  Martin	  Heidegger’s	  (1938:	  55)	  theory	  of	  the	  modern	  age	  as	  ‘the	  
world	  picture’,	  that	  is,	  the	  age	  which	  introduced	  ‘man’42	  to	  ‘subjectivism	  and	  
individualism’,	  whereby	  ‘man’	  became	  the	  ‘rela-­‐tional’	  centre	  with	  a	  positioned	  ‘view	  of	  
life’	  within	  which	  ‘the	  world	  [was]	  conceived	  and	  grasped	  as	  picture’	  (Heidegger,	  1938:	  
55	  –	  59),	  Mitchell	  describes	  the	  phenomenon	  of	  ‘Le	  Spectacle’,	  epitome	  of	  the	  
nineteenth	  century,	  as	  a	  time	  when	  the	  world	  was	  ‘set	  up	  […]	  as	  a	  picture	  […]	  [arranged]	  
[….]	  before	  an	  audience	  as	  an	  object	  on	  display,	  to	  be	  viewed,	  investigated,	  and	  
experienced’	  (Mitchell,	  1989:	  220).	  Mitchell	  refers	  specifically	  to	  the	  hugely	  popular	  
series	  of	  World	  Exhibitions,	  or	  World’s	  Fair43	  held	  during	  the	  nineteenth	  and	  twentieth	  
centuries.44	  These	  colonial	  exhibitions,	  showcasing	  the	  trade,	  industry,	  and	  manufacture	  
of	  nations45	  –	  the	  Great	  Exhibition	  of	  1851	  in	  London,	  was	  the	  first	  of	  the	  (world)	  
exhibitions	  –	  sought	  to	  reiterate	  the	  cultural,	  geographical,	  and	  imperial	  identities	  of	  
nation	  states.	  The	  nineteenth	  century	  was	  a	  time	  of	  great	  societal	  change,	  with	  
technological	  advancement	  in	  efficiency,	  production,	  and	  communication	  networks	  
enabling	  new	  consumption	  and	  communication	  practices	  of	  newspapers,	  travel,	  the	  
camera,	  and	  telephone,	  for	  example,	  to	  globalise,	  and	  abstract,	  geographic	  space.46	  In	  
the	  World	  Exhibitions,	  the	  world	  as	  a	  global	  concept,	  was	  presented	  as	  an	  ‘exhibition’	  
(Mitchell,	  1989:	  218),	  with	  national	  history,	  labour,	  and	  progress	  represented	  through	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
41	  As	  the	  instigator	  of	  the	  Triana	  Program	  Gore	  was	  strategically	  aware	  that	  this	  would	  enhance	  his	  
campaign	  for	  the	  2000	  American	  Presidential	  election.	  In	  this	  respect	  Gore	  could	  have	  claimed	  ownership	  as	  
well	  as	  authorship	  of	  the	  project	  and	  its	  outputs.	  	  
42	  I	  use	  ‘man’	  in	  this	  context	  because	  I	  am	  quoting	  Heidegger’s	  terminology.	  However,	  my	  intention	  is	  that	  it	  
stands	  for	  man	  and	  woman.	  
43	  Or	  World	  Exposition,	  or	  Exposition	  Universelle.	  
44	  These	  continue	  to	  take	  place	  in	  the	  twenty-­‐first	  century	  under	  the	  rubric	  of	  World	  Expo.	  
45	  A	  European	  centric	  and	  American	  endeavour	  with	  invited	  dominions.	  
46	  By	  which	  I	  mean	  that	  the	  ‘world’	  and	  its	  events	  opened	  up	  to	  audiences	  other	  across	  the	  globe	  rather	  
than	  remain	  on	  a	  local	  scale.	  It	  was	  also	  during	  the	  Great	  Exhibition	  that	  Thomas	  Cook	  launched	  the	  modern	  
tourist	  industry	  by	  organising	  excursions	  to	  visit	  on	  the	  Midland	  Railway	  Company.	  The	  publication	  of	  travel	  
guides	  became	  very	  popular	  and	  provided	  the	  contexts	  through	  which	  cities	  could	  be	  ‘read’.	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‘objects	  and	  things	  themselves’	  (Mitchell,	  1989:	  218),47	  in	  what	  Walter	  Benjamin	  	  
(1935:	  7)	  suggested,	  receded	  the	  ‘use-­‐value	  [of	  objects	  of	  labour]	  into	  the	  background’,	  
and	  instead	  glorified	  ‘the	  exchange-­‐value	  of	  commodity’	  (1935:	  18).	  The	  World	  
Exhibitions	  of	  the	  late	  nineteenth	  century,	  described	  by	  Benjamin	  as	  ‘places	  of	  
pilgrimage	  to	  the	  commodity	  fetish’	  (1935:	  7),	  marked	  the	  beginnings	  of	  the	  commodity	  
of	  display	  (Benjamin,	  1935),	  whereupon	  the	  function	  of	  the	  exhibition	  was,	  as	  Umberto	  
Eco	  (1967)	  claims,	  the	  ‘exhibition’	  itself,	  or	  to	  take	  it	  further,	  exhibitionism.	  Hence	  the	  
spectating	  public	  would,	  as	  the	  outsider,	  gaze	  at	  an	  object	  that	  was	  representative	  of	  ‘a	  
meaning	  or	  reality	  beyond’	  (Mitchell,	  1989:	  222)	  the	  object	  itself,	  espousing	  a	  European	  
centric	  attitude	  that	  Mitchell	  calls	  ‘objectness’	  (Mitchell,	  1989:	  219).	  
Through	  the	  public	  (yet	  regulated)48	  display	  of	  objects,	  the	  exhibiting	  spaces	  of	  the	  
World	  Exhibitions	  became	  centrifugal	  to	  authoritative	  knowledge,	  possession,	  and	  
commerce,	  wherein,	  as	  Eco	  writes,	  ‘the	  building	  and	  the	  objects	  in	  it	  should	  
communicate	  the	  value	  of	  a	  culture,	  the	  image	  of	  a	  civilization’	  (Eco,	  1967:	  299).	  Within	  
this	  framework,	  the	  decorative	  and	  fine	  arts	  were	  also	  showcased,	  and	  it	  is	  not	  
surprising	  that	  it	  is	  in	  these	  ‘fairs’	  of	  the	  nineteenth	  century	  that	  the	  contemporary	  art	  
biennial	  has	  its	  roots.49	  Spectacle,	  entertainment,	  and	  commerce,	  characteristic	  of	  World	  
Exhibitions,	  ingrained	  the	  biennial	  with	  a	  Western	  cultural	  exhibitionism	  through	  which	  
‘nations’,50	  curators,	  and	  commissioners,	  continue	  to	  posit	  artists	  and	  their	  objects	  (of	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47	  Here	  Mitchell	  is	  quoting	  from	  Les	  origins	  et	  le	  plan	  de	  l'exposition,	  L'Exposition	  de	  Paris	  de	  1889,	  p.	  3.	  
48	  These	  displays	  were	  for	  the	  paying	  visitor	  but	  within	  the	  socio-­‐cultural	  constructed	  framework	  of	  the	  
World	  Exhibition.	  
49	  The	  first	  international	  decorative	  arts	  biennial	  staged	  was	  the	  Venice	  Biennale	  held	  in	  1895.	  The	  
interconnectedness	  between	  World	  Exhibitions	  and	  contemporary	  art	  does	  not	  end	  there.	  For	  example	  both	  
the	  British	  School	  at	  Rome	  and	  the	  American	  Academy	  in	  Rome	  (two	  of	  a	  number	  of	  international	  arts	  and	  
humanities	  research	  academies	  based	  in	  Rome)	  are	  directly	  linked	  to	  World	  Exhibitions	  that	  were	  staged	  in	  
the	  nineteenth	  and	  twentieth	  centuries.	  The	  British	  School	  at	  Rome,	  a	  research	  institute	  for	  visiting	  scholars	  
(awarded	  funded	  full-­‐board	  accommodation	  and	  workspace	  from	  between	  three	  to	  twelve	  months	  
duration)	  in	  the	  visual	  arts,	  architecture,	  archaeology,	  history,	  and	  modern	  Italian	  studies	  from	  Britain	  and	  
the	  Commonwealth,	  has	  been	  housed	  since	  1916	  in	  the	  building	  designed	  by	  Edwin	  Lutyens	  that	  was	  
constructed	  as	  the	  British	  Pavilion	  in	  1911	  for	  the	  Rome	  Universal	  Exhibition.	  For	  further	  information	  and	  
documentation	  of	  a	  project	  based	  on	  the	  empirical	  history	  of	  the	  British	  School	  at	  Rome	  see:	  
http://www.patnaldi.co.uk/Dreams	  of	  Empire.html.	  Artists	  and	  an	  architect	  who	  were	  at	  the	  time	  working	  
on	  the	  arts	  exhibit	  section	  of	  the	  1893	  World’s	  Colombian	  Exhibition	  in	  Chicago,	  set	  up	  the	  American	  
Academy	  in	  Rome.	  This	  academy	  awards	  visiting	  artists	  and	  scholars	  from	  various	  disciplines	  live/work	  
residency	  periods	  of	  varying	  lengths	  of	  time	  at	  its	  research	  institute	  in	  Rome.	  
50	  In	  particular	  the	  National	  Pavilions	  of	  the	  Venice	  Biennale,	  the	  oldest	  and	  most	  established	  of	  the	  
biennials.	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commodification)51	  in	  temporal	  showcases	  mostly	  disengaged	  from	  the	  socio-­‐political	  
context	  of	  the	  locale,52	  in	  a	  spectre	  of	  intellectual	  and	  capital	  economy,	  to	  be	  consumed	  
by	  the	  ‘public’	  from	  the	  ‘outside’.53	  
The	  very	  concept	  of	  the	  world	  (as)	  exhibition	  was,	  in	  the	  nineteenth	  century,	  taken	  even	  
further	  with	  the	  construction	  of	  Great	  Globes.	  Imagined	  on	  a	  colossal	  scale,	  these	  
grandiose	  representations	  of	  the	  terrestrial	  Earth54	  became	  prevalent,	  often	  central	  
features	  during,	  and	  of,	  World	  Exhibitions,	  although	  not	  all	  proposed	  globes	  were	  
realised.	  The	  Earth	  globe,	  as	  a	  visual	  and	  ideological	  symbol,	  was	  displayed	  in	  public,	  
away	  from	  the	  confines	  of	  the	  gaze	  of	  the	  private	  owner,	  to	  a	  mass	  public	  in	  the	  
metropolitan	  centres	  of	  Europe	  and	  America,	  as	  an	  object	  of	  spectacle.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
51	  Artists	  are	  complicit	  partners	  in	  this	  relationship.	  
52	  I	  am	  here	  referring	  to	  the	  ideological	  framework	  of	  biennials	  per	  se.	  In	  recent	  years	  curators,	  
commissioners,	  and	  artists	  within	  the	  ever	  expanding	  number	  of	  biennials	  have	  arguably	  (attempted	  to)	  
become	  more	  politicised	  and	  converse	  with,	  and	  address	  the	  locale	  (by	  locale	  I	  am	  also	  including	  publics).	  
How	  ‘successful’	  this	  has	  been	  or	  can	  be	  within	  a	  biennial	  framework	  (despite	  attempts	  to	  build	  ‘new’	  
models)	  with	  its	  inescapable	  (historical)	  colonial	  and	  (contemporary)	  economic	  ideology,	  is	  questionable.	  
The	  multifarious	  financial	  backers	  of	  biennials	  have,	  and	  are,	  currently	  becoming	  a	  focus	  of	  (ethical)	  
attention.	  The	  most	  recent	  case	  (current	  at	  the	  time	  of	  writing),	  being	  that	  of	  the	  19th	  Biennale	  of	  Sydney,	  
Australia.	  On	  February	  19,	  2014,	  41	  artists	  exhibiting	  in	  the	  upcoming	  biennale	  sent	  an	  open	  letter	  to	  the	  
Board	  of	  Directors	  of	  the	  Biennale	  of	  Sydney	  requesting	  that	  they	  withdraw	  their	  sponsorship	  arrangements	  
with	  the	  Transfield	  Foundation	  and	  develop	  new	  ones	  elsewhere	  (Transfield	  is	  involved	  in	  the	  building	  and	  
management	  of	  the	  Australian	  government’s	  offshore	  immigration	  detention	  centres	  on	  Naru	  and	  Manus	  
Island),	  see:	  <http://19boswg.blogspot.co.uk/2014/02/open-­‐letter-­‐to-­‐board-­‐of-­‐sydney-­‐biennale.html	  >	  
(Accessed	  21	  February	  2014).	  After	  the	  Biennale	  declined	  to	  withdraw	  from	  their	  arrangements	  with	  
Transfield	  (Transfield	  Holdings	  established	  the	  Sydney	  Biennale	  in	  1973	  and	  the	  Chairman	  of	  the	  Biennale’s	  
Board	  of	  Directors	  is	  the	  executive	  director	  of	  Transfield	  Holdings),	  five	  of	  the	  exhibiting	  artists	  withdrew	  
their	  participation	  from	  the	  Biennale	  on	  February	  26	  2014,	  see:	  
<http://19boswg.blogspot.co.uk/2014/02/statement-­‐of-­‐withdrawal-­‐from-­‐19th.html	  >	  (Accessed	  27	  
February	  2014).	  On	  5	  March	  2014,	  four	  more	  artists	  withdrew	  from	  the	  Biennale,	  and	  on	  7	  March	  the	  
Chairman	  of	  the	  Biennale’s	  Board	  of	  Directors	  (the	  director	  of	  Transfield	  Holdings)	  resigned	  his	  position	  with	  
the	  Biennale	  as	  it	  was	  announced	  that	  the	  Biennale	  would,	  after	  all,	  sever	  its	  ties	  with	  Transfield.	  
53	  I	  am	  here	  referring	  to	  a	  public	  (or	  audience)	  who	  is	  well	  versed	  and	  complicit	  in	  the	  language	  and	  reading	  
of	  contemporary	  art.	  The	  ‘staging’	  of	  this	  ‘exhibitionism’	  is	  no	  longer	  limited	  to	  the	  concept	  of	  the	  art	  
biennial,	  it	  also	  applies	  to	  art	  fairs,	  art	  festivals,	  art	  projects	  located	  within	  the	  outdoor	  public	  domain	  on	  a	  
permanent	  or	  temporary	  basis,	  and	  ultimately	  the	  context	  which,	  and	  production	  of,	  contemporary	  art.	  
Having	  participated	  as	  a	  commissioned	  artist	  at	  biennials,	  festivals	  and	  outdoor	  public	  domain,	  I	  am	  acutely	  
aware	  of,	  and	  continuously	  concerned	  by,	  the	  cultural	  and	  social	  problematics	  inherent	  in	  the	  very	  concept,	  
and	  reality	  of	  being	  an	  outsider	  ‘flown	  in’	  to	  take	  part,	  take	  over,	  or	  engage	  with,	  locale.	  This	  position	  of	  
conflict	  is	  in	  the	  face	  of	  not	  wanting	  to	  adopt	  (or	  embrace)	  art	  practices	  that	  have	  over	  recent	  years	  become	  
de	  rigueur	  and	  are	  termed	  ‘socially	  engaged’,	  ‘relational’,	  and	  ‘participatory’,	  encouraged	  and	  postulated	  by	  
arts	  institutions	  and	  funding	  bodies	  as	  performing	  some	  ethical	  ‘public	  good’	  towards	  a	  ‘chosen	  
community’.	  	  	  
54	  In	  some	  instances	  they	  were	  celestial	  globes.	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The	  first	  of	  these,	  Wyld’s	  Great	  Globe55	  [figs.	  4-­‐5],	  or	  Model	  of	  the	  Earth	  (Wyld,	  1851)	  
was	  built	  to	  coincide	  with	  the	  Great	  Exhibition.	  Sited	  in	  Leicester	  Square	  from	  1851	  to	  
1862,	  under	  a	  semi-­‐circular	  dome,	  the	  globe	  consisted	  of	  a	  concave	  sphere	  measuring	  
60	  feet	  in	  diameter	  with	  a	  circumference	  of	  190	  feet.	  The	  globe	  depicted	  the	  continents	  
and	  oceans	  reproduced	  in	  plaster	  relief	  on	  its	  inner	  surface.	  The	  paying	  public,	  on	  
entering	  the	  building,	  would	  climb	  up	  the	  inner	  staircase	  from	  which	  they	  would	  
examine	  the	  surface	  of	  the	  globe	  close-­‐up,	  as	  well	  as	  gain	  a	  panoramic	  view	  of	  the	  
concave	  Earth	  from	  the	  top	  level.	  A	  major	  and	  popular	  attraction	  in	  London	  over	  eleven	  
years,56	  Wyld’s	  Great	  Globe	  literally,	  in	  the	  form	  of	  a	  physical	  representation	  of	  the	  
Earth,	  as	  well	  as	  symbolically,	  brought	  the	  world	  to	  London,	  making	  the	  imperial	  capital	  
the	  ‘centre	  of	  the	  world’.	  Both	  realised	  and	  imagined,	  Great	  Globes	  continued	  to	  flourish	  
throughout	  the	  nineteenth	  and	  twentieth	  centuries.	  	  
Theodore	  Villard	  and	  Charles	  Cotard’s	  Great	  Model	  of	  the	  Earth	  [fig.	  6]	  for	  example,	  was	  
constructed	  for	  the	  World	  Exhibition	  of	  Paris	  in	  1889.57	  With	  the	  globe	  circumference	  
measuring	  131	  feet,	  the	  building	  housing	  the	  globe,	  had	  inner	  circular	  viewing	  platforms	  
allowing	  visitors	  to	  circumnavigate	  the	  terrestrial	  globe	  at	  their	  own	  leisure.	  Alberto	  de	  
Palacio	  y	  Elissague58	  designed	  a	  colossal	  globe	  for	  the	  1893	  World’s	  Colombian	  
Exhibition59	  in	  Chicago	  that	  was	  not	  realised.	  His	  proposal	  for	  the	  Monument	  in	  Memory	  
of	  Christopher	  Columbus	  [fig.	  7]	  consisted	  of	  an	  iron	  globe	  1,000	  foot	  in	  diameter	  
mounted	  on	  a	  262-­‐foot	  high	  base.	  It	  would	  have	  required	  visitors	  to	  ascend	  by	  lift	  to	  a	  
platform	  encircling	  the	  equator,	  from	  which	  they	  would	  have	  embarked	  on	  a	  
circumnavigation	  of	  the	  globe	  around	  the	  northern	  hemisphere	  on	  a	  spiral	  railway	  to	  the	  
North	  Pole,	  where	  a	  representation	  of	  Columbus’	  caravel	  was	  located.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
55	  Designed	  by	  the	  geographer	  and	  map-­‐maker	  James	  Wyld	  (1812	  –	  1887).	  Although	  called	  a	  Great	  Globe	  
technically	  this	  was	  the	  last	  of	  the	  Georamas	  
56	  Wyld’s	  Great	  Globe	  was	  pulled	  down	  at	  the	  end	  of	  the	  lease	  in	  Leicester	  Square.	  
57	  The	  Eiffel	  Tower	  was	  also	  constructed	  for	  this	  World	  Exhibition.	  
58	  Alberto	  de	  Palacio	  y	  Elissague	  (1856	  –	  1939)	  was	  a	  Spanish	  architect	  and	  engineer.	  His	  most	  famous	  
project	  was	  the	  world’s	  oldest	  transporter	  bridge,	  the	  Vizcaya	  Bridge	  built	  in	  Bilbao,	  Spain,	  in	  1893	  (the	  
same	  year	  as	  the	  World’s	  Colombian	  Exhibition).	  The	  Vizcaya	  Bridge	  (now	  a	  UNESCO	  World	  Heritage	  Site),	  
formed	  the	  conceptual	  centre	  point	  and	  site	  for	  my	  1995	  commissioned	  site-­‐specific	  project	  @shift.	  
Documentation	  of	  this	  project	  can	  be	  seen	  at:	  <http://www.patnaldi.co.uk/@Shift.html>.	  
59	  In	  celebration	  of	  the	  quatercentenary	  of	  Christopher	  Columbus’	  arrival	  in	  the	  Americas	  in	  1492	  though	  
the	  Fair	  was	  held	  a	  year	  after	  the	  anniversary.	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  Fig.	  5:	  Wyld’s	  Great	  Globe,	  interior	  view,	  1851	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  Fig.	  6:	  Villard	  &	  Cotard’s	  Great	  Model	  of	  the	  Earth,	  1889	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  7:	  Monument	  in	  Memory	  of	  Christopher	  Columbus,	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Alberto	  de	  Palacio	  y	  Elissague,	  1893	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The	  base	  was	  to	  be	  dedicated	  to	  Spain’s	  colonial	  legacy	  housing	  a	  museum	  dedicated	  to	  
the	  Americas,	  a	  Columbus	  naval	  museum,	  and	  the	  Spanish	  Geographical	  Society.	  
Associative	  imagery	  of	  the	  Earth	  globe	  with	  Columbus’	  empirical	  voyage	  of	  ‘discovery’	  
does	  not	  end	  here,	  for	  as	  noted	  previously,	  Gore’s	  proposed	  Triana	  Program,	  with	  it’s	  
continuous	  live	  broadcast	  of	  the	  Earth	  globe,	  was	  named	  after	  Rodrigo	  De	  Triana	  who	  
was	  the	  first	  person	  on	  board	  Columbus’	  voyage	  to	  have	  sighted	  the	  ‘New	  World’	  of	  the	  
Americas.	  	  
The	  French	  geographer,	  writer,	  and	  anarchist	  Élisée	  Reclus60	  proposed	  a	  number	  of	  
different	  designs	  for	  a	  Great	  Globe	  monument	  to	  be	  sited	  at	  the	  1900	  Exposition	  
Universelle61	  in	  Paris	  [figs.	  8-­‐10].	  Having	  visited	  Wyld’s	  Globe	  in	  London,	  Reclus	  wanted	  
to	  construct	  a	  perfect	  replica	  of	  the	  ‘real	  Earth’	  (Alavoine-­‐Muller,	  2003),	  claiming	  that	  
such	  a	  monumental	  showpiece	  would	  ‘popularize	  geography	  and	  change	  people’s	  
perceptions	  of	  the	  Earth’	  (Alavoine-­‐Muller,	  2003:	  156).	  Whereas	  Reclus	  saw	  maps	  as	  
two-­‐dimensional	  artifice,	  he	  believed	  a	  (colossal)	  terrestrial	  globe	  would,	  as	  an	  object,	  
represent	  the	  exact	  proportions	  of	  the	  Earth,	  and	  through	  a	  single	  glance	  of	  the	  globe,	  
allow	  for	  an	  understanding	  of	  the	  Earth	  and	  therefore	  geography	  (Alavoine-­‐Muller,	  
2003).	  The	  more	  recent	  New	  York	  World’s	  Fair	  of	  1964	  –	  65	  featured	  as	  its	  centrepiece	  
the	  stainless	  steel	  140	  foot	  high,	  120	  feet	  in	  diameter,	  Unisphere	  [fig.	  11],	  which	  still	  
exists	  today.62	  Designed	  by	  Gilmore	  D.	  Clark,63	  it	  symbolised	  the	  Space	  Age	  with	  the	  
orbiting	  tracks	  encircling	  the	  globe	  representing	  the	  manned	  space	  flights	  of	  Yuri	  
Gagarin,	  John	  Glenn,	  and	  Telstar	  the	  first	  active	  communications	  satellite.	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
60	  1830	  –	  1905.	  
61	  World	  Exhibitions,	  or	  World’s	  Fair.	  
62	  Located	  in	  Flushing	  Meadows,	  New	  York	  City.	  
63	  Gilmore	  D.	  Clark	  (1892	  –	  1982)	  was	  an	  American	  civil	  engineer	  and	  landscape	  architect.	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  Fig.	  8:	  Design	  for	  Reclus	  globe,	  designer	  unknown	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  9:	  Design	  for	  Reclus	  globe	  by	  Louis	  Bonnier,	  1897-­‐98	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  Fig.	  10:	  Design	  for	  Reclus	  globe	  featuring	  cable	  cars	  encircling	  the	  globe,	  Albert	  Galeron,	  1897	  
	  
	  
Fig.	  11:	  Unisphere,	  New	  York	  World’s	  Fair	  with	  cable	  cars	  above,	  1964-­‐5	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The	  grandiose	  design	  aspirations	  and	  the	  ambitious	  feats	  of	  engineering	  Great	  Globes,	  
symbolised	  the	  progress	  of	  technology,	  communication	  networks,	  and	  imperial	  reach	  
through	  which	  the	  world	  was	  getting	  smaller.	  Paradoxically,	  when	  the	  grasp	  of	  the	  world	  
as	  a	  global	  concept	  was	  not	  yet	  within	  reach,	  terrestrial	  globes	  were	  constructed	  
proportionate	  to	  the	  scale	  of	  the	  human	  body,	  allowing	  for	  the	  globe,	  as	  a	  visually	  
symbolic	  object,	  to	  be	  held,	  and,	  or,	  gazed	  upon	  within	  arms	  reach.	  Ultimately	  both	  the	  
colossal	  and	  human	  scale	  globe	  representations	  posited	  a	  reproducible	  and	  objectified	  
‘whole	  world’	  to	  be	  appropriated	  through	  vision	  and	  physicality.	  
	  
1.5	  	  	  Globes:	  symbols	  of	  power	  
The	  visuality	  of	  the	  terrestrial	  globe	  has	  throughout	  history	  been	  utilised	  to	  symbolise	  
political	  power,	  authority,	  and	  knowledge.	  To	  be	  seen	  alongside	  holding,	  and	  therefore	  
in	  possession	  of	  a	  terrestrial	  globe,	  as	  object,	  has	  and	  continues	  to	  prove	  to	  be	  a	  status	  
symbol	  image,	  with	  which	  noble	  classes	  in	  particular,	  have	  wanted	  to	  be	  portrayed	  
pictorially	  or	  in	  sculptural	  form.	  	  
Despite	  the	  strategic	  use	  of	  maps	  in	  military	  conflicts	  historically,	  this	  potent	  image	  of	  
the	  terrestrial	  Earth	  globe	  as	  a	  symbol	  of	  power	  and	  authority	  still	  lingers	  in	  
contemporary	  society.64	  Perhaps	  this	  is	  no	  better	  exemplified	  than	  during	  World	  War	  II	  
when,	  on	  the	  suggestion	  of	  the	  United	  States	  General	  Dwight	  D.	  Eisenhower,	  Army	  
General	  George	  C.	  Marshall	  gave	  as	  Christmas	  gifts	  in	  December	  1942	  identical	  fifty-­‐
inch,	  750-­‐pound	  globes65	  to	  the	  then	  United	  States	  President	  Franklin	  D.	  Roosevelt	  and	  
the	  British	  Prime	  Minister	  Winston	  Churchill.	  	  
On	  the	  September	  19,	  1942	  General	  Dwight	  D.	  Eisenhower	  communicated	  to	  General	  
Marshall	  that	  during	  a	  recent	  meeting	  with	  Winston	  Churchill	  at	  Chequers,	  Churchill	  had	  
expressed:	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
64	  Nowadays	  the	  ubiquitous	  use	  of	  the	  image	  of	  the	  Earth	  globe	  also	  signifies	  the	  global	  reach	  of	  
communication	  networks.	  
65	  In	  weight.	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a	  great	  desire	  to	  secure	  a	  globe	  of	  the	  world	  of	  very	  considerable	  size.	  He	  
apparently	  saw	  one	  in	  Russia	  of	  some	  sixty	  inches	  or	  more	  in	  diameter,	  
whereas	  his	  own	  is	  about	  thirty	  inches.	  He	  has	  not	  been	  able	  to	  secure	  a	  
larger	  one	  in	  England	  (Robinson,	  1997:	  47).	  
	  
Eisenhower	  suggested	  to	  General	  Marshall	  that	  enquiries	  be	  made	  in	  the	  United	  States	  
to	  source	  a	  larger	  terrestrial	  globe,	  and	  if	  one	  was	  available,	  to	  send	  it	  to	  Churchill.	  	  The	  
gift,	  he	  suggested,	  would	  be	  seen	  as	  a	  sign	  of	  friendship	  from	  the	  United	  States	  War	  
Department.	  As	  none	  were	  available	  two	  large	  terrestrial	  globes66	  were	  hurriedly	  made	  
using	  a	  map	  designed	  by	  the	  Map	  Division	  of	  the	  United	  States	  Office	  of	  Strategic	  
Services.67	  On	  December	  12,	  1942	  General	  Marshall	  wrote	  to	  Churchill:	  
In	  order	  that	  the	  great	  leaders	  of	  this	  crusade	  may	  better	  follow	  the	  road	  to	  
victory,	  the	  War	  Department	  has	  had	  two	  50-­‐inch	  globes	  specially	  made	  for	  
presentation	  on	  Christmas	  Day	  to	  the	  Prime	  Minister	  and	  the	  President	  of	  
the	  United	  States.	  I	  hope	  that	  you	  will	  find	  a	  place	  at	  10	  Downing	  Street	  for	  
this	  globe,	  so	  that	  you	  may	  accurately	  chart	  the	  progress	  of	  the	  global	  
struggle	  of	  1943	  to	  free	  the	  world	  of	  terror	  and	  bondage	  (Robinson,	  1997:	  
143).	  
	  
Similarly	  General	  Marshall	  also	  notified	  President	  Roosevelt	  that	  a	  special	  globe	  would	  
be	  installed	  in	  his	  White	  House	  Office	  with	  a	  duplicate	  sent	  to	  10	  Downing	  Street.	  The	  
globe,	  Roosevelt	  was	  told,	  would	  allow	  him	  to	  better	  ‘follow	  the	  course	  of	  these	  battles’	  
(Robinson,	  1997:	  143).	  Upon	  the	  globe’s	  arrival	  whilst	  Roosevelt	  thanked	  General	  
Marshall	  for	  affording	  him	  the	  ease	  to	  swing	  around	  in	  his	  chair	  and	  ‘figure	  distances	  to	  
my	  great	  satisfaction’	  (Robinson,	  1997:	  143),	  Churchill	  thanked	  General	  Marshall	  adding:	  
It	  will	  be	  a	  fine	  addition	  to	  No.	  10	  Downing	  Street	  where	  it	  will	  occupy	  a	  
very	  special	  place.	  We	  have	  marched	  resolutely	  through	  this	  past	  difficult	  
year,	  and	  it	  will	  be	  of	  deep	  interest	  to	  me	  to	  follow	  on	  the	  Globe	  the	  great	  
operations	  all	  over	  the	  world	  which	  will	  bring	  us	  final	  victory	  (Robinson,	  
1997:	  144).	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66	  It	  is	  thought	  that	  the	  Weber	  Costello	  Company	  eventually	  constructed	  twelve	  to	  fifteen	  copies	  of	  these	  
globes.	  	  
67	  Whilst	  these	  globes	  do	  not	  show	  great	  detail	  each	  of	  the	  members	  of	  the	  Map	  Division	  who	  worked	  on	  
the	  design	  made	  sure	  to	  include	  the	  name	  of	  their	  hometown.	  For	  this	  reason	  it	  contains	  the	  names	  of	  a	  
plethora	  of	  small	  towns	  across	  the	  United	  States	  whilst	  at	  the	  same	  time	  lacking	  in	  details	  of	  other	  places	  
throughout	  the	  world.	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  Fig.	  12:	  Winston	  Churchill	  posing	  with	  the	  globe,	  December	  25,	  1942	  
	  
	  	  	  	  	  	  	  Fig.	  13:	  	  President	  Roosevelt	  gazing	  at	  the	  globe	  in	  the	  White	  House	  Office,	  1942	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The	  resultant	  official	  photographs	  of	  both	  Churchill	  and	  Roosevelt	  [figs.	  12-­‐13]	  are	  
reminiscent	  of	  historical	  paintings	  and	  sculptures	  that	  depict	  powerful	  figures	  alongside	  
of,	  beholding,	  or	  gazing	  at	  a	  terrestrial	  globe.	  The	  large	  size	  of	  the	  globes,	  writes	  
Matthew	  Farish,	  resulted	  in	  an	  authority	  granted	  to	  Roosevelt	  and	  Churchill	  ‘entrusted	  
only	  to	  leaders	  of	  their	  stature’	  (Farish,	  2010:	  11).	  These	  large	  terrestrial	  globes	  enabled	  
the	  leaders	  of	  the	  two	  main	  Allies	  of	  World	  War	  II	  to	  survey	  the	  global	  war	  from	  a	  
distance	  and	  have	  a	  ‘view	  rather	  like	  that	  of	  an	  astronaut	  today.	  That	  certainly	  would	  
have	  helped	  them	  contemplate	  the	  immense	  strategic	  and	  logistical	  problems	  of	  a	  truly	  
global	  conflict’	  (Robinson,	  1997:	  152).	  
	  
1.6	  	  	  Politics	  of	  cinematic	  globes	  	  
The	  advent	  of	  World	  War	  II	  precipitated	  a	  twentieth	  century	  popularisation	  of	  the	  
terrestrial	  globe,	  as	  an	  object	  of	  militaristic	  and	  political	  propagandist	  tool.	  Like	  
Roosevelt	  and	  Churchill,	  it	  is	  believed	  that	  Adolf	  Hitler	  owned	  a	  giant	  terrestrial	  globe.68	  
The	  series	  of	  Columbus	  Globe	  for	  State	  and	  Industry	  Leaders	  was	  supposedly	  made	  in	  
Berlin	  in	  the	  1930s	  (some	  say	  commissioned	  by	  Hitler),	  and	  distributed	  to	  various	  Nazi	  
leaders.69	  Today	  a	  number	  of	  globes,	  claimed	  to	  have	  been	  owned	  by	  Hitler,	  abound	  in	  
museums.	  However	  unlike	  the	  well-­‐documented	  Roosevelt	  and	  Churchill	  globes	  
discussed	  previously,	  there	  exists	  no	  photographic	  evidence	  of	  Hitler	  himself	  posing	  with	  
any	  globe.	  
Numerous	  fictional	  films	  made	  during	  the	  1930s	  and	  1940s	  were	  of	  course	  influenced	  by	  
the	  events	  of	  World	  War	  II,	  with	  many	  consciously	  weaving	  propagandist	  undertones	  
into	  their	  narrative	  storylines.	  The	  terrestrial	  globe	  as	  a	  political	  motif	  was	  used	  both	  as	  
a	  tool	  and	  as	  subject	  matter.	  For	  example	  the	  opening	  credit	  sequence	  of	  the	  classic	  film	  
Casablanca	  (1942)	  appears	  superimposed	  over	  a	  political	  map	  of	  Africa.	  The	  next	  
sequence	  (and	  the	  beginning	  of	  the	  film	  narrative)	  features	  a	  slowly	  spinning	  terrestrial	  
globe	  surrounded	  by	  cloud	  [fig.	  14].	  This	  crude	  plaster	  globe	  illustrates	  a	  World	  War	  II	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
68	  Rumoured	  to	  have	  been	  the	  size	  of	  a	  Volkswagen	  car.	  
69	  Colloquially	  they	  are	  known	  as	  Hitler’s	  Globe	  or	  the	  Führer	  Globe.	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  Fig.	  14:	  Spinning	  terrestrial	  globe	  from	  opening	  credits	  sequence	  of	  Casablanca,	  1942	  
	  
	  
	  	  	  	  	  	  	  Fig.	  15:	  Close	  up	  detail	  of	  terrestrial	  globe	  from	  opening	  credits	  sequence	  of	  Casablanca,	  1942	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political	  relief	  territory	  with,	  in	  light	  tone,	  the	  Allied	  Powers	  and	  her	  allies,	  in	  middle	  
tone	  the	  Neutral	  nations,	  unoccupied	  and	  neutral	  zones,	  and	  in	  dark	  tone	  the	  Axis	  
Powers	  and	  their	  conquered	  territories	  [fig.	  15].	  As	  the	  camera	  zooms	  in	  on	  the	  globe	  a	  
voice-­‐over	  narrates,	  “With	  the	  coming	  of	  the	  Second	  World	  War	  many	  eyes	  in	  
imprisoned	  Europe	  turned	  hopefully	  or	  desperately	  toward	  the	  freedom	  of	  the	  
Americas”.	  The	  narrator	  continues	  to	  explain	  that	  Lisbon	  is	  the	  exit	  point	  for	  European	  
refugees,	  with	  those	  unable	  to	  reach	  Lisbon	  directly,	  having	  to	  travel	  to	  Casablanca	  in	  
French	  Morocco	  from	  where	  they	  will	  have	  to	  wait	  indefinitely	  to	  get	  an	  exit	  visa	  to	  
Lisbon.	  Having	  reached	  this	  destination	  they	  can	  then	  travel	  to	  the	  New	  World.	  
Throughout	  this	  audio	  narration	  sequence	  a	  film	  montage	  features	  moving	  images	  of	  
travelling	  refugees	  superimposed	  over	  a	  close	  up	  of	  a	  map	  outlining	  the	  escape	  route	  
over	  land	  and	  sea	  from	  Paris	  to	  Casablanca.	  In	  the	  opening	  sequence	  of	  Casablanca	  the	  
terrestrial	  globe	  and	  map	  are	  used	  as	  tools	  to	  set	  the	  political	  narrative	  theme	  of	  the	  
film.	  
Such	  was	  the	  symbolism	  of	  power,	  authority,	  and	  ownership	  inherent	  in	  the	  visuality	  of	  
the	  terrestrial	  globe	  that	  Hitler,	  and	  his	  relationship	  with	  the	  terrestrial	  globe	  as	  object,	  
was	  parodied	  as	  a	  symbol	  of	  political	  and	  tyrannical	  megalomania	  in	  two	  satirical	  films:	  
Charlie	  Chaplin’s	  comedy	  The	  Great	  Dictator	  (1940)	  and	  The	  Three	  Stooges’s	  slapstick	  
comedy	  I’ll	  Never	  Heil	  Again	  (1941).	  However	  without	  any	  sense	  of	  irony	  Roosevelt	  and	  
Churchill’s	  large	  terrestrial	  globes	  were	  especially	  made	  and	  presented	  to	  them	  by	  the	  
United	  States	  Army	  shortly	  after	  these	  very	  films	  were	  made	  and	  distributed	  for	  public	  
viewing.	  	  
In	  I’ll	  Never	  Heil	  Again	  (14:50	  mins)	  the	  globe	  is	  portrayed	  as	  a	  symbol	  of	  megalomaniac	  
war	  mongering	  possessiveness	  in	  which	  the	  globe,	  as	  an	  object,	  is	  itself	  used	  as	  a	  
physical	  weapon.	  In	  a	  scene	  within	  the	  narrative	  of	  the	  film,	  a	  meeting	  between	  Dictator	  
Moe	  Hailstone	  of	  Moronica	  (in	  a	  parody	  of	  Adolf	  Hitler)	  in	  his	  office	  with	  his	  ministers	  
(parodies	  of	  actual	  military	  ministers),	  and	  their	  axis	  partners	  (military	  allies	  from	  other	  
nations,	  again	  parodied)	  [fig.	  16],	  descends	  into	  a	  fight,	  with	  ownership	  of	  the	  world	  
symbolised	  through	  the	  physical	  possession	  of	  the	  globe	  itself	  as	  an	  object	  of	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  17-­‐22:	  I’ll	  Never	  Heil	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  globe	  fight	  sequence	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commodity.	  The	  characters	  wrestle	  with	  the	  globe,	  itself	  used	  as	  a	  weapon	  when	  it	  is	  
kicked	  like	  an	  American	  football	  and	  hits	  one	  of	  the	  axis	  leaders	  on	  his	  head.	  Hailstone	  
(Adolf	  Hitler)	  and	  his	  ministers	  are	  eventually	  victorious	  but	  when	  Moe	  asks	  his	  minister	  
to	  give	  him	  the	  globe	  to	  hold	  in	  his	  hands:	  “I	  am	  the	  winner,	  the	  world	  belongs	  to	  me”,70	  
he	  is	  refused	  and	  instead	  the	  globe	  is	  shattered	  over	  his	  head	  [figs.	  17-­‐22],	  Moe	  retorts:	  
“You	  shattered	  my	  world”.71	  	  
In	  The	  Great	  Dictator	  (1940:	  53:48	  mins),	  Charlie	  Chaplin’s	  fictional	  character	  Herr	  
Adenoid	  Hynkel,	  the	  military	  Dictator	  of	  the	  fictional	  country	  Tomania	  (in	  a	  visual	  and	  
metaphorical	  parody	  of	  Adolf	  Hitler	  and	  Nazi	  Germany),	  is	  portrayed	  dancing	  with	  a	  
large	  inflatable	  terrestrial	  globe	  in	  what	  has	  now	  become	  a	  classic	  film	  sequence.	  In	  the	  
build	  up	  to	  this	  scene	  we	  see	  Hynkel	  in	  his	  opulent	  office	  having	  a	  conversation	  with	  his	  
assistant	  Garbitsch	  (pronounced	  garbage)	  in	  which	  they	  imagine	  the	  future	  possibility	  of	  
a	  pure	  Aryan	  race;	  a	  blond	  world	  with	  a	  brunette	  Dictator	  of	  the	  World	  (Hynkel).	  
Garbitsch	  spurs	  Hynkel	  to	  believe	  that	  this	  is	  his	  destiny,	  one	  where	  “they	  will	  love	  you,	  
they	  will	  adore	  you,	  they	  will	  worship	  you	  as	  a	  God”.72	  Garbitsch	  continues,	  “within	  two	  
years	  the	  world	  will	  be	  under	  your	  thumb”.73	  Hynkel	  implores:	  “Leave	  me	  I	  want	  to	  be	  
alone”.74	  	  	  
The	  classic	  sequence	  begins	  moments	  later	  once	  Hynkel	  is	  alone	  [figs.	  23-­‐29].	  He	  gazes	  
at	  a	  large	  terrestrial	  globe	  on	  a	  wooden	  stand	  and	  exclaims,	  “[…]	  Emperor	  of	  the	  World,	  
my	  world”.75	  He	  then	  removes	  the	  large	  inflatable	  globe	  from	  its	  wooden	  stand,	  spins	  it	  
on	  his	  finger	  and	  laughs.	  Hynkel	  then	  begins	  a	  gentle	  balletic	  routine	  with	  the	  globe	  as	  
his	  prop.	  He	  kicks	  it	  high	  up	  in	  the	  air,	  heads	  it,	  and	  embraces	  it	  with	  both	  arms,	  all	  the	  
time	  gazing	  lovingly	  at	  the	  globe.	  He	  climbs	  onto	  his	  desk,	  sends	  the	  globe	  aloft,	  
delicately	  holds	  the	  globe	  on	  the	  upside	  palm	  of	  his	  hand,	  spins	  the	  globe,	  and	  looks	  
longingly	  at	  the	  territories	  depicted	  on	  it.	  As	  he	  stands	  on	  his	  desk	  he	  holds	  the	  globe	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
70	  Time:	  17:18	  mins.	  
71	  Time:	  17:28	  mins.	  	  
72	  Time:	  52:32	  mins.	  
73	  Time:	  53	  mins.	  
74	  Time:	  53:03	  mins.	  
75	  Time:	  53:40	  mins.	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  Figs.	  23-­‐29:	  The	  Great	  Dictator,	  globe	  sequence	  	  	  	  	  	  Fig.30:	  Hynkel	  holding	  the	  remains	  of	  the	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with	  both	  hands	  before	  descending	  to	  the	  floor	  whereupon	  smiling,	  he	  holds	  the	  globe	  
tightly	  with	  both	  hands,	  gazing	  down	  upon	  the	  Earth	  as	  the	  ‘all-­‐seer’	  (Eye	  of	  God).	  
However	  at	  that	  very	  moment	  the	  inflatable	  globe	  bursts	  in	  his	  face.	  Holding	  the	  
remnants	  of	  the	  globe	  Hynkel	  [fig.	  30]	  begins	  to	  cry	  and	  the	  scene	  ends	  with	  his	  dream	  
of	  the	  future	  metaphorically	  over.	  	  
In	  this	  sequence	  Hynkel	  dared	  to	  imagine	  himself	  to	  be	  the	  future	  Emperor	  of	  the	  World,	  
whist	  all	  the	  time	  lovingly	  gazing	  at	  and	  tenderly	  playing	  with	  a	  terrestrial	  globe.	  At	  
times	  playful,	  at	  other	  times	  the	  balletic	  routine	  takes	  on	  political	  and	  religious	  
undertones.	  Political	  possession	  of	  the	  globe	  is	  evident	  in	  his	  gaze	  upon,	  and	  physical	  
interaction	  with,	  the	  terrestrial	  globe	  as	  an	  object	  under	  the	  power	  of	  his	  visual	  and	  
physical	  control.	  As	  has	  been	  previously	  discussed	  in	  this	  chapter,	  the	  terrestrial	  globe	  is	  
a	  popular	  object	  for	  depiction	  alongside	  and	  under	  the	  control	  of	  ‘leaders’:	  political,	  
military,	  and	  monarchs.	  As	  well	  as	  under	  the	  gaze	  of	  the	  ‘all-­‐seer’	  (Eye	  of	  God),	  the	  
terrestrial	  globe	  also	  features	  historically	  in	  religious	  imagery,	  and	  in	  this	  scene	  
discussed	  from	  The	  Great	  Dictator,	  the	  globe	  and	  the	  coat	  of	  arms	  of	  Hynkel’s	  army	  
assume	  the	  religious	  symbolism	  of	  the	  dove	  as	  Holy	  Spirit.	  The	  centrepiece	  of	  Hynkel’s	  
office	  is	  his	  desk	  behind	  which	  high	  up	  on	  the	  wall	  the	  coat	  of	  arms	  of	  Hynkel’s	  army	  is	  
displayed	  [fig.	  31].	  These	  two	  X’s	  are	  a	  parody	  of	  the	  German	  Nazi	  Party’s	  Swastika,	  and	  
radiating	  from	  this	  symbol	  are	  what	  appear	  to	  be	  (depiction	  of)	  rays	  of	  light	  built	  into	  
the	  architectural	  feature	  of	  the	  wall.	  Symbolically	  these	  rays	  of	  light	  are	  reminiscent	  of	  
the	  depictions	  in	  religious	  iconography	  of	  rays	  of	  light	  that	  emanate	  from	  the	  dove.	  An	  
example	  of	  this	  can	  be	  seen	  in	  Gian	  Lorenzo	  Bernini’s	  Dove	  of	  the	  Holy	  Spirit76	  stained	  
glass	  window	  situated	  above	  the	  Throne	  of	  St	  Peter	  in	  St	  Peter’s	  Church,	  Rome	  [fig.	  32].	  
The	  dove	  acts	  as	  a	  symbol	  of	  the	  Holy	  Spirit	  and	  of	  the	  Divine	  Eye.77	  	  The	  Holy	  Spirit	  in	  
religious	  scriptures	  is	  the	  third	  person	  (ie.	  God)	  of	  the	  Holy	  Trinity,	  in	  which	  there	  is	  the	  
Father,	  the	  Son	  and	  the	  Holy	  Spirit	  (or	  Ghost).	  In	  this	  scene	  in	  The	  Great	  Dictator	  not	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
76	  Circa	  1660.	  
77	  The	  Divine	  Eye	  has	  already	  been	  discussed	  earlier	  in	  this	  chapter.	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  Fig.	  31:	  Coat	  of	  arms	  and	  rays	  of	  light	  
	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  32:	  Gian	  Lorenzo	  Bernini’s	  Dove	  of	  the	  Holy	  Spirit,	  1660.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  33:	  Inflatable	  globe	  and	  rays	  of	  light	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  Fig.	  34:	  Hynkel	  assumes	  religious	  pose	  on	  the	  desk	  
	  
	  
	  	  	  	  	  	  	  	  Fig.	  35:	  	  Santisimo	  Cristo	  de	  la	  Sagrada	  Cena,	  Iglesia	  de	  los	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Terceros,	  Seville	  
	  
	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  36:	  Globe	  descends	  into	  Hynkel’s	  arms	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only	  is	  the	  symbol	  of	  Hynkel’s	  army	  located	  in	  the	  usual	  position	  of	  the	  dove78	  but	  also	  in	  
one	  instance	  the	  terrestrial	  globe	  is	  thrown	  into	  the	  air	  and	  assumes	  the	  position	  of	  the	  
dove	  (or	  in	  this	  case	  Hynkel’s	  army’s	  coat	  of	  arms)	  from	  which	  emanate	  the	  rays	  of	  light	  
[fig.	  33].	  	  
The	  character	  of	  Hynkel	  himself	  takes	  on	  the	  role	  of	  a	  religious	  leader	  when	  moments	  
later	  in	  this	  sequence	  religious	  imagery	  is	  taken	  yet	  further	  when	  Hynkel	  climbs	  onto	  his	  
desk,	  sends	  the	  inflatable	  globe	  high	  up	  into	  the	  air	  and	  with	  arms	  outstretched	  awaits	  
for	  its	  arrival	  back	  into	  his	  (loving)	  embrace	  [fig.	  34].	  The	  pose	  that	  Hynkel	  assumes	  will	  
be	  familiar	  to	  observers	  of	  the	  Christian	  Mass	  ritual,	  visitors	  to	  Roman	  Catholic	  Churches	  
and	  those	  familiar	  with	  religious	  painting	  imagery.	  His	  pose	  is	  reminiscent	  not	  only	  of	  
the	  priest	  at	  the	  church	  altar	  as	  he	  consecrates	  the	  Eucharist	  (with	  desk	  acting	  as	  church	  
altar	  and	  filing	  cabinet	  as	  tabernacle	  inside	  which	  is	  kept	  the	  consecrated	  Eucharist),	  but	  
as	  can	  be	  seen	  in	  the	  image	  [fig.	  35]	  the	  scene	  is	  almost	  identical	  to	  a	  near	  life-­‐size	  
statue	  representation	  of	  Christ	  standing	  on	  an	  altar	  and	  attendant	  church	  scene,	  in	  this	  
case	  the	  Santisimo	  Cristo	  de	  la	  Sagrada	  Cena,79	  at	  the	  Iglesia	  de	  los	  Terceros,80	  in	  Seville,	  
Spain.	  Christ	  with	  arms	  aloft	  looking	  up	  towards	  Heaven	  is	  not	  only	  familiar	  imagery	  
within	  Roman	  Catholic	  Church	  sculptures	  but	  also	  within	  the	  genre	  of	  religious	  paintings.	  
The	  filing	  cabinet	  located	  centrally	  behind	  the	  desk	  and	  below	  the	  rays	  of	  light	  is	  akin	  to	  
the	  tabernacle	  at	  an	  altar,	  inside	  which,	  the	  Eucharist	  is	  kept.	  The	  globe	  descends	  back	  
into	  Hynkel’s	  arms	  [fig.	  36],	  and	  positioned	  centrally	  within	  the	  film’s	  viewing	  frame	  and	  
over	  the	  coat	  of	  arms	  (or	  as	  discussed	  earlier	  Holy	  Spirit	  as	  dove),	  the	  globe	  assumes	  a	  
centrality	  using	  religious	  motifs	  as	  symbol	  of	  power,	  knowledge	  and	  wisdom.	  
Whilst	  the	  portrayal	  of	  the	  globe	  as	  a	  political	  motif	  in	  the	  sequences	  of	  I’ll	  Never	  Heil	  
Again	  and	  The	  Great	  Dictator	  are	  self-­‐evident	  (especially	  within	  the	  context	  of	  the	  film	  
narrative	  themselves),	  it	  is	  hard	  to	  imagine	  that	  the	  religious	  motifs	  in	  The	  Great	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
78	  In	  this	  scene	  on	  top	  of	  the	  filing	  cabinet	  in	  Hynkel’s	  office	  behind	  the	  desk	  can	  be	  seen	  a	  small	  statue	  of	  an	  
eagle	  (fig.	  33).	  Although	  I	  would	  suggest	  this	  has	  been	  placed	  in	  this	  scene	  as	  a	  parody	  of	  the	  German	  eagle	  
in	  the	  Nazi	  Party’s	  coat	  of	  arms,	  the	  presence	  of	  a	  bird	  motif	  is	  in	  keeping	  with	  the	  use	  of	  symbolism	  of	  the	  
dove.	  	  
79	  This	  translates	  into	  English	  as	  Holy	  Christ	  of	  the	  Last	  Supper.	  
80	  This	  is	  the	  name	  of	  a	  church	  in	  Seville.	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Dictator	  are	  coincidental.	  Charlie	  Chaplin	  as	  the	  film’s	  writer	  and	  director	  not	  only	  
consciously	  aligned	  the	  image	  of	  the	  terrestrial	  globe	  with	  political	  and	  military	  power,	  
and	  ownership	  but	  also	  with	  religiosity	  in	  this	  world	  and	  the	  next.	  In	  doing	  so	  the	  
terrestrial	  globe	  through	  its	  visuality	  assumes	  a	  spiritual	  effect	  alluded	  to	  decades	  later	  
by	  the	  crew	  of	  Apollo	  8	  with	  their	  reading	  from	  the	  Book	  of	  Genesis81	  during	  their	  live	  
television	  broadcast	  on	  Christmas	  Eve	  in	  1968	  as	  they	  orbited	  the	  Moon	  with	  a	  view	  of	  
the	  Earth	  globe.82	  	  
	  
1.7	  	  	  Windows	  on	  the	  world	  
Viewing	  the	  Earth	  globe	  as	  a	  political	  symbol	  alongside	  a	  desire	  to	  travel	  beyond	  the	  
constraints	  of	  the	  Earth	  is	  also	  reflected	  in	  literature	  and	  film.	  Howard	  E.	  McCurdy	  
writes:	  	  
[The]	  underlying	  vision	  [of	  space	  exploration]	  has	  been	  transmitted	  through	  
the	  media	  of	  fiction,	  popular	  science,	  books,	  movies,	  television,	  radio,	  
newspapers,	  magazines,	  and	  paintings	  (McCurdy,	  2011:3).	  
	  
In	  the	  imagined	  scientific	  and	  technological	  futures	  depicted	  in	  science	  fiction	  its	  
‘principal	  generic	  features’	  Annette	  Kuhn	  (1990:	  15)	  notes,	  ‘must	  be	  the	  spatial	  and	  
temporal	  distance	  from	  the	  here	  and	  now	  of	  the	  fictional	  worlds	  it	  creates’	  (Kuhn,	  1990:	  
15).	  The	  ‘formulaic	  and	  self-­‐referential	  qualities’	  (Kuhn,	  1990:	  15)	  of	  genre	  films,	  Kuhn	  
believes,	  not	  only	  enables	  science	  fiction	  films	  (and	  science	  fiction	  literature)	  to	  perform	  
as	  social	  commentary	  but,	  as	  a	  genre	  that	  has	  become	  a	  part	  of	  popular	  culture,	  its	  
narrative	  also	  acts	  as	  a	  gauge	  of	  the	  social	  attitudes	  of	  its	  time.	  ‘Few	  things	  reveal	  so	  
sharply	  as	  science	  fiction’	  according	  to	  H.L.	  Gold	  (quoted	  by	  Kuhn,	  1990:	  15),	  ‘the	  
wishes,	  hopes,	  fears,	  inner	  stresses	  and	  tensions	  of	  an	  era,	  or	  define	  its	  limitations	  with	  
such	  exactness’	  (Gold	  quoted	  by	  Kuhn,	  1990:	  15).	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
81	  Genesis	  is	  the	  first	  book	  of	  the	  Old	  Testament.	  It	  recounts	  the	  story	  of	  the	  Creation.	  
82	  This	  event	  will	  be	  covered	  in	  more	  detail	  later	  in	  this	  chapter.	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From	  what	  is	  considered	  to	  be	  the	  first	  science	  fiction	  film,	  George	  Melies’s	  Le	  Voyage	  
dans	  la	  Lune83	  from	  1902	  through	  to	  the	  present	  day,	  science	  fiction84	  portrays	  an	  
ideological	  society.	  Whilst	  dealing	  with	  imagined	  fantasy	  futures	  and	  scenarios,	  although	  
their	  narrative	  can	  be	  specific,	  they	  are	  nonetheless	  ideologically	  grandiose.	  Their	  
narratives	  encompass	  worldly	  issues	  that	  have	  consequences	  for	  humanity	  as	  a	  whole,	  
often	  alluding	  to	  a	  utopian	  or	  dystopian	  view	  of	  a	  future	  world.	  	  
Science	  fiction	  films	  produced	  in	  Hollywood	  during	  the	  1950s	  reflected	  the	  anxieties	  of	  
the	  Cold	  War	  era,85	  with	  the	  United	  States	  paranoia	  over	  the	  spread	  of	  communism	  
finding	  a	  metaphoric	  avenue	  through	  this	  genre.	  Films	  such	  as	  Invasion	  of	  the	  Body	  
Snatchers	  (1956),	  Earth	  vs.	  the	  Flying	  Saucers	  (1956),	  and	  The	  Day	  the	  Earth	  Stood	  Still	  
(1951)	  amongst	  others,	  dealt	  with	  the	  threat	  of	  invasion,	  infiltration	  and	  human	  
replication	  by	  outside	  enemy	  forces	  personified	  by	  aliens	  from	  outer	  space.	  The	  aliens,	  
and	  their	  subsequent	  actions,	  symbolically	  stood	  for	  communism	  and	  its	  perceived	  
dangers	  as	  imagined	  by	  American	  society.	  In	  Invasion	  of	  the	  Body	  Snatchers	  for	  example,	  
humans	  are	  replicated	  and	  replaced	  by	  identical	  looking	  aliens	  who	  are	  emotionless	  and	  
regimented,	  living	  in	  a	  ‘trouble	  free’	  world	  where	  everything	  and	  everyone	  is	  the	  same.	  	  	  
These	  metaphors	  continued	  through	  to	  the	  1960s	  in	  such	  television	  series	  as	  the	  1967	  
The	  Invaders,	  (the	  invaders	  being	  human-­‐looking	  aliens	  from	  outer	  space).	  The	  British	  
television	  series	  The	  Prisoner	  also	  from	  1967,	  rather	  than	  dealing	  with	  an	  alien	  narrative,	  
had	  instead	  Cold	  War	  and	  Orwellian	  undertones	  in	  which	  the	  characters	  in	  the	  plot	  were	  
identified	  as	  numbers.	  In	  each	  episode	  the	  principal	  character,	  known	  as	  Number	  6,	  
would	  affirm,	  “I	  am	  not	  a	  number,	  I	  am	  a	  free	  man”.86	  
Science	  fact	  and	  fiction	  become	  intertwined	  as	  parallels	  can	  be	  drawn	  between	  science	  
fiction	  and	  Al	  Gore’s	  Triana	  Program.	  Like	  science	  fiction	  film	  Gore’s	  concept,	  his	  dreams	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
83	  Translated	  into	  English	  as	  A	  Trip	  to	  the	  Moon.	  	  
84	  I	  am	  focusing	  here	  on	  science	  fiction	  film	  only	  and	  not	  science	  fiction	  literature.	  	  
85	  A	  term	  used	  to	  signify	  the	  political	  tension	  that	  existed	  between	  the	  United	  States	  and	  the	  former	  Soviet	  
Union	  between	  the	  end	  of	  World	  War	  II	  until	  the	  dismantling	  of	  the	  Eastern	  Bloc	  States	  in	  the	  1990s.	  
86	  The	  plot	  of	  The	  Prisoner	  series	  follows	  an	  ex	  British	  agent	  who	  is	  held	  captive	  in	  an	  idyllic	  seaside	  village.	  
The	  entire	  population	  of	  the	  village	  are	  identified	  only	  by	  numbers	  assigned	  to	  them	  and	  never	  by	  their	  
names.	  The	  village	  is	  run	  by	  Number	  2	  who	  in	  turn	  answers	  to	  Number	  1	  the	  leader	  whose	  identity	  is	  never	  
revealed.	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of	  capturing	  the	  live	  image	  of	  the	  Earth	  globe	  and	  what	  he	  hoped	  to	  inspire	  in	  humanity	  
through	  the	  transmission	  of	  that	  very	  image,	  is	  as	  J.P.	  Telotte	  writes:	  
not	  simply	  the	  fear	  or	  awe	  it	  commonly	  inspires	  in	  viewers,	  but	  the	  images	  
of	  desire	  it	  raises,	  since	  they	  engender	  that	  new	  perspective	  and	  the	  
understanding	  it	  brings	  (Telotte	  (1990:	  153).	  
	  
A	  recurring	  theme	  since	  early	  science	  fiction	  cinema	  has	  been	  a	  view	  of	  the	  Earth	  globe	  
and	  the	  grandiose	  humanistic	  ideology	  it	  inspires	  in	  its	  central	  fictional	  characters.	  In	  a	  
scene	  from	  George	  Melies’s	  Le	  Voyage	  dans	  la	  Lune	  (1902:	  7	  mins),	  a	  group	  of	  
astronomers	  who	  have	  travelled	  to	  the	  moon	  in	  a	  spacecraft,	  huddle	  together	  looking	  
and	  pointing	  at	  the	  whole	  Earth,	  as	  it	  rises	  in	  space	  and	  on	  screen	  [fig.	  37].	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  37:	  Le	  Voyage	  dans	  la	  Lune,	  Georges	  Méliès,	  1902	  
	  
The	  view	  of	  the	  Earth	  as	  a	  globe	  again	  features	  heavily	  in	  what	  is	  considered	  to	  be	  the	  
first	  serious	  science	  fiction	  (or	  space	  exploration)	  film,	  Fritz	  Lang’s	  1929	  silent	  feature	  
Frau	  Im	  Mond	  (Woman	  in	  the	  Moon).	  Advertised	  at	  the	  time	  as	  the	  first	  utopian	  film	  
based	  on	  scientific	  fact,	  Lang’s	  scientific	  adviser	  on	  the	  film	  was	  Hermann	  Oberth	  who	  in	  
1923	  published	  the	  volume	  The	  Rocket	  into	  Planetary	  Space	  (Die	  Rakete	  Zu	  Den	  
Planetenraumen).	  This	  publication,	  which	  was	  fervently	  read	  by	  Lang,	  contained	  the	  first	  
complete	  concept	  for	  manned	  space	  travel	  with	  diagrams	  and	  instructions	  on	  how	  to	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build	  a	  liquid	  fuel	  rocket.	  Unable	  to	  fund	  his	  experiments	  Ufa	  (Frau	  Im	  Mond’s	  film	  
release	  company)	  used	  its	  advertising	  budget	  to	  fund	  Oberth’s	  practical	  rocket	  
experiments.	  Oberth	  was	  to	  build	  the	  first	  working	  liquid	  fuel	  rocket	  simultaneously	  
alongside	  the	  filming	  of	  Frau	  im	  Mond	  and	  planned	  to	  launch	  the	  rocket	  on	  the	  day	  the	  
film	  premiered	  as	  a	  means	  of	  advertising	  the	  film.	  	  
In	  the	  plot	  of	  Frau	  Im	  Mond	  a	  manned	  liquid	  fuel	  rocket	  travels	  to	  the	  far	  side	  of	  the	  
moon	  with	  a	  crew	  of	  five.	  The	  crew	  consisting	  of	  a	  scientist,	  the	  owner	  of	  the	  private	  
company	  who	  built	  the	  rocket,	  his	  two	  assistants	  (one	  female),	  the	  representative	  of	  a	  
group	  of	  ‘evil’	  businessmen	  (who	  have	  hijacked	  this	  trip	  for	  their	  own	  economic	  gain)	  
and	  a	  stowaway	  boy,	  are	  on	  a	  mission	  to	  confirm	  the	  moon’s	  as	  yet	  theoretical	  stores	  of	  
gold.	  Where	  the	  science	  fiction	  aspects	  of	  the	  film	  ultimately	  became	  fact,	  years	  later,	  in	  
real-­‐life	  rocket	  science	  can	  be	  seen	  in	  such	  details	  as	  the	  countdown	  to	  launch	  from	  ten	  
to	  zero,87	  the	  gravitational	  force	  in	  the	  rocket	  thrust,	  the	  multi-­‐staging	  of	  rockets,88	  
weightlessness,	  the	  close-­‐up	  moon	  surface	  rushing	  past	  the	  rocket,	  and	  the	  rocket	  
landing	  on	  the	  moon	  itself.	  However	  it	  is	  in	  the	  scenes	  featuring	  the	  view	  of	  the	  Earth	  
that	  in	  particular	  draw	  a	  parallel	  with	  Al	  Gore’s	  yearning	  for	  a	  view	  of	  the	  ‘whole’	  Earth.	  	  
In	  the	  film	  narrative	  whilst	  travelling	  towards	  the	  moon	  in	  the	  spacecraft,	  the	  (lone	  
female)	  heroine	  Friede,	  on	  seeing	  a	  cartoon	  illustration	  of	  the	  Earth	  on	  the	  front	  cover	  
of	  a	  comic	  belonging	  to	  the	  stowaway	  boy	  asks	  ,“Die	  Erde	  […]	  wo	  ift	  unfere	  Erde	  -­‐!?”	  
(“The	  Earth	  […]	  where	  is	  our	  Earth	  -­‐!?”).89	  There	  follows	  a	  scene	  of	  silent	  glances	  
amongst	  the	  crew	  as	  the	  enormity	  and	  uncertainty	  of	  their	  mission	  finally	  dawns	  on	  
them.	  Moments	  later	  when	  the	  hero	  character	  Helius	  opens	  the	  spacecraft	  porthole	  he	  
seems	  startled	  to	  see	  the	  Earth	  in	  the	  distance	  and	  quickly	  summons	  the	  rest	  of	  the	  
crew	  towards	  him.	  They	  huddle	  together	  in	  silence	  gazing	  through	  the	  porthole	  at	  the	  
Earth	  (as	  a	  globe	  object)	  [figs.	  38-­‐39]90	  as	  it	  shimmers	  surrounded	  by	  a	  halo	  in	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
87	  The	  film	  director	  Fritz	  Lang	  is	  credited	  as	  inventing	  the	  countdown	  launch	  for	  real-­‐life	  rocket	  launches	  as	  it	  
was	  first	  used	  in	  this	  film.	  
88	  This	  refers	  to	  when	  a	  rocket	  is	  constructed	  of	  various	  sections	  that	  are	  jettisoned	  at	  differing	  stages	  post-­‐
launch.	  	  
89	  Time:	  1.44.42.	  
90	  Time:	  1.45.41.	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darkness	  of	  outer	  space	  prior	  to	  a	  sunrise.91	  Their	  facial	  expressions	  range	  between	  
wonder,	  melancholia	  and	  longing.	  Not	  only	  is	  this	  filmic	  scene	  one	  of	  the	  earliest	  
representations	  of	  the	  whole	  Earth	  as	  seen	  from	  space	  to	  feature	  in	  a	  popular	  film,	  but,	  
within	  the	  context	  of	  the	  fictional	  narrative,	  these	  characters	  would	  have	  been	  the	  first	  
humans	  to	  have	  left	  the	  Earth	  and	  experienced	  ‘seeing’	  the	  Earth	  as	  globe	  from	  the	  
outside,	  from	  the	  perspective	  of	  outer	  space,	  and	  thus	  the	  perspective	  of	  God.92	  Despite	  
its	  fictional	  representations	  of	  the	  whole	  Earth,	  science	  fiction	  and	  science	  fact	  again	  
cross-­‐over	  in	  another	  scene	  that	  is	  reminiscent	  of	  a	  factual	  event	  (and	  accompanying	  
photograph)	  that	  was	  to	  take	  place	  thirty-­‐nine	  years	  later.	  The	  Frau	  Im	  Mond	  film	  still	  
[fig.	  40],93	  is	  taken	  from	  the	  last	  few	  moments	  before	  the	  spacecraft	  is	  about	  to	  enter	  
into	  the	  far	  side	  of	  the	  moon,	  showing	  a	  glimpse	  of	  a	  partial	  rising	  Earth	  beyond	  the	  
surface	  of	  the	  moon.	  On	  24	  December	  1968	  the	  crew	  of	  Apollo	  8,	  took	  the	  photograph	  
AS08-­‐14-­‐2383,	  popularly	  known	  as	  Earthrise,	  as	  the	  Apollo	  8	  spacecraft	  re-­‐emerges	  from	  
the	  far	  side	  of	  the	  moon	  [fig.	  41].	  The	  resemblance	  between	  these	  two	  images,	  one	  a	  
fictional	  construct	  from	  1929,	  the	  other	  a	  factual	  photograph	  and	  one	  of	  the	  most	  iconic	  
images	  in	  the	  history	  of	  space	  exploration	  taken	  thirty-­‐nine	  years	  later,	  is	  striking.	  	  
The	  launch	  of	  the	  real-­‐life	  rocket	  by	  Hermann	  Oberth	  and	  his	  colleagues	  to	  coincide	  with	  
the	  premiere	  of	  Fritz	  Lang’s	  film	  Frau	  Im	  Mond	  was	  abandoned	  as	  the	  costs	  spiralled	  
beyond	  the	  available	  budget.	  Instead	  the	  film	  became	  an	  advert	  for	  the	  real-­‐life	  rocket,	  
and	  with	  researchers	  influenced	  by	  this	  film,	  liquid	  fuel	  rocket	  experiments	  were	  
subsequently	  financed	  by	  the	  Reich’s	  Chemical	  and	  Technical	  Institute.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
91	  In	  this	  context	  by	  sunrise	  I	  refer	  to	  the	  sun	  about	  to	  appear	  from	  behind	  the	  Earth	  globe.	  	  
92	  As	  outlined	  earlier	  in	  this	  chapter	  the	  perspective	  of	  God	  refers	  to	  the	  Divine	  Eye,	  the	  eye	  of	  the	  all-­‐seer,	  
the	  eye	  of	  God,	  gazing	  from	  above.	  
93	  Time:	  1.51.07.	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  Fig.	  38:	  Frau	  Im	  Mond,	  1929	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  Fig.	  39:	  Frau	  Im	  Mond,	  1929	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  Fig.	  40:	  Frau	  Im	  Mond,	  film	  still,	  1929	  
	  
	  
	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  41:	  NASA	  Photo	  AS08-­‐14-­‐2383.	  Taken	  by	  Apollo	  8	  crew,	  24	  December	  1968	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Frau	  Im	  Mond	  was	  in	  1937	  banned	  from	  public	  screening	  by	  the	  Nazis	  so	  as	  not	  to	  reveal	  
the	  secrets	  of	  the	  technical	  facts	  portrayed	  in	  the	  film.	  The	  1950s	  marked	  the	  beginning	  
of	  a	  period	  when	  ‘transcending	  earth’s	  atmosphere	  and	  gravitational	  pull’	  as	  Emily	  S.	  
Rosenberg	  (2008:	  157-­‐8)	  writes,	  ‘so	  stirred	  emotions	  that	  space	  exploration	  became	  an	  
intense	  cultural	  preoccupation’	  (Rosenberg,	  2008:	  157-­‐8).	  This	  was	  reflected	  in	  science	  
fiction	  cinema	  with	  the	  release	  of	  the	  film	  Destination	  Moon	  in	  1950.	  Credited	  with	  
popularising	  the	  emergence	  of	  science	  fiction	  cinema	  as	  a	  genre,	  this	  film	  also	  had	  
Hermann	  Oberth	  acting	  as	  its	  technical	  adviser94	  post	  World	  War	  II.	  Featuring	  a	  manned	  
V-­‐2	  rocket95	  the	  storyline	  and	  scientific	  details	  used	  in	  Destination	  Moon,	  where	  again	  a	  
private	  company	  finances	  a	  spacecraft	  mission	  for	  the	  first	  men	  to	  land	  on	  the	  moon,	  
were	  similar	  to	  Frau	  Im	  Mond.	  However,	  reflecting	  the	  political	  era	  and	  propaganda	  
prevalent	  in	  the	  1950s,	  when	  the	  crew	  of	  the	  spacecraft	  first	  step	  onto	  the	  moon,	  this	  is	  
claimed	  on	  behalf	  of	  the	  United	  States	  for	  the	  benefit	  of	  ‘all	  mankind’.	  	  
In	  Destination	  Moon	  the	  whole	  Earth	  globe	  is	  again	  portrayed	  on	  various	  occasions	  
throughout	  the	  film.	  Like	  Frau	  Im	  Mond	  one	  of	  the	  crew	  members	  of	  the	  spacecraft	  
catches	  a	  glimpse	  of	  the	  Earth	  through	  a	  porthole	  and	  is	  compelled	  to	  call	  over	  the	  rest	  
of	  the	  crew,	  “[…]	  you	  got	  to	  see	  this”,96	  and	  as	  they	  all	  huddle	  around	  the	  porthole	  to	  
gaze	  at	  the	  Earth	  [fig.	  42]	  another	  member	  of	  the	  crew	  says,	  “Gosh	  ain’t	  that	  
something?”	  [fig.	  43]	  whilst	  another	  exclaims	  “I	  thought	  I’d	  seen	  everything	  […]”.97	  The	  
crew-­‐members’	  facial	  expressions	  are	  central	  to	  the	  scene	  featuring	  the	  first	  sight	  by	  
humans	  of	  the	  whole	  Earth	  [fig.	  44].	  As	  with	  Frau	  Im	  Mond	  within	  the	  narrative	  of	  this	  
fictional	  film	  and	  scene	  these	  characters	  would	  have	  been	  the	  first	  humans	  to	  have	  left	  
the	  planet	  and	  experienced	  seeing	  the	  whole	  Earth	  globe	  from	  the	  outside,	  from	  the	  
perspective	  of	  outer	  space,	  hence	  the	  perspective	  of	  God.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
94	  As	  previously	  mentioned	  Hermann	  Oberth	  was	  also	  the	  technical	  adviser	  on	  the	  film	  Frau	  Im	  Mond	  in	  
1929.	  
95	  The	  V-­‐2	  rocket	  was	  a	  long-­‐range	  ballistic	  missile	  developed	  by	  German	  scientists	  and	  deployed	  by	  
Germany	  against	  the	  allies	  during	  World	  War	  II.	  After	  the	  war	  the	  rocket	  technology	  was	  redeployed	  by	  the	  
United	  States	  as	  a	  space	  rocket.	  Herman	  Oberth	  was	  involved	  in	  the	  development	  of	  the	  V-­‐2	  rocket.	  
96	  Time:	  43:51	  mins.	  	  
97	  Time:	  44:07	  mins.	  
	   71	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  42:	  Destination	  Moon,	  1950	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.43:	  Destination	  Moon,	  1950	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.44:	  Destination	  Moon,	  1950	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The	  release	  of	  Destination	  Moon	  was	  highly	  anticipated,	  but	  a	  delay	  in	  its	  production	  
meant	  that	  another	  film	  Rocketship	  X-­‐M	  (1950)	  was	  released	  a	  few	  days	  prior,	  this	  was	  
therefore	  destined	  to	  become	  the	  first	  post	  World	  War	  II	  film	  to	  feature	  space	  
exploration.	  The	  film’s	  storyline	  again	  centres	  on	  a	  fictional	  first	  manned	  spaceship	  
expedition	  to	  the	  moon.	  Espousing	  the	  grandiose	  humanistic	  ideology	  of	  science	  fiction	  
genre	  and	  Cold	  War	  political	  undertones,	  at	  a	  press	  conference	  featured	  in	  the	  film’s	  
narrative	  the	  mission	  commander,	  prior	  to	  the	  rocket	  launch	  declares:	  “Forever	  man	  has	  
dreamed	  of	  visiting	  the	  nearest	  of	  heavenly	  bodies	  [...]”,	  and	  today,	  a	  “base	  could	  be	  
established	  on	  the	  moon	  to	  control	  world	  peace”.98	  The	  majority	  of	  the	  scenes	  in	  
Rocketship	  X-­‐M	  take	  place	  inside	  the	  spaceship	  as	  it	  travels	  to	  the	  moon,	  with	  the	  sight	  
of	  the	  Earth	  and	  the	  Moon	  as	  viewed	  through	  the	  portholes	  anchoring	  the	  narrative.	  In	  
the	  film’s	  storyline,	  shortly	  after	  the	  spaceship	  has	  launched,	  the	  lone	  female	  member	  of	  
the	  crew,	  scientist	  Dr.	  Van	  Horn,	  looks	  out	  of	  one	  of	  the	  portholes	  and	  gazes	  at	  the	  Earth	  
as	  it	  recedes	  into	  the	  distance.	  She	  calls	  over	  another	  member	  of	  the	  crew	  to	  join	  her	  in	  
this	  act	  of	  looking	  [fig.	  45],	  and	  he	  exclaims,	  “It’s	  a	  marvellous	  sight	  isn’t	  it?”	  “It	  is”,	  she	  
replies.99	  	  He	  continues,	  “You	  can	  study	  maps	  and	  globes	  and	  try	  to	  visualise,	  but	  the	  
actual	  experience,	  it’s	  hard	  to	  express	  it”	  [fig.	  46].100	  In	  a	  subsequent	  scene	  a	  few	  
moments	  later	  the	  entire	  crew	  of	  the	  spaceship	  gather	  together	  at	  the	  porthole	  to	  view	  
the	  whole	  Earth	  globe	  [fig.	  47].	  Their	  facial	  expressions,	  as	  in	  those	  of	  the	  crew-­‐
members	  in	  Destination	  Moon,	  are	  enchanted	  by	  the	  spectacle	  they	  are	  witnessing,	  
each	  eager	  to	  catch	  a	  glimpse	  of	  the	  Earth.	  Later	  in	  the	  film	  when	  the	  spaceship	  crew	  
again	  gaze	  at	  the	  Earth	  globe	  suspended	  in	  the	  blackness	  of	  space	  through	  one	  of	  the	  
portholes	  [figs.	  48-­‐49],	  a	  crew	  member	  exclaims,“Boy	  oh	  boy,	  ain’t	  she	  pretty?”101	  	  
In	  all	  three	  films,	  Rocketship	  X-­‐M,	  Frau	  Im	  Mond	  and	  Destination	  Moon,	  the	  spacecraft	  
portholes	  are	  the	  apparatus	  through	  which	  vision	  is	  employed.	  Literally	  acting	  as	  
‘windows	  on	  the	  world’	  these	  portholes	  enable	  both	  the	  fictional	  characters	  and	  the	  
cinema	  audience	  to	  look	  through	  them	  and	  gaze	  at	  the	  (fictional)	  Earth	  globe.	  Whilst	  the	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
98	  Time:	  4:36	  mins.	  
99	  Time:	  17:50	  mins.	  
100	  Time:	  17:	  54	  mins.	  
101	  Time:	  23:40	  mins.	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  Fig.	  45:	  Rocketship	  X-­‐M,	  1950	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  46:	  Rocketship	  X-­‐M,	  1950	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  47:	  Rocketship	  X-­‐M,	  1950	  
	  	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  48:	  Rocketship	  X-­‐M,	  1950	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  49:	  Rocketship	  X-­‐M,	  1950	  
	  	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  50:	  Rocketship	  X-­‐M,	  1950	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  5:	  Rocketship	  X-­‐M,	  1950	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onboard	  screens	  display	  numerical	  data	  of	  the	  spacecraft	  location	  in	  outer	  space,	  the	  
portholes	  act	  as	  literal	  and	  virtual	  windows,	  echoing	  the	  on	  board	  and	  cinema	  screens,	  
and	  the	  electronic	  and	  human	  eye	  lens.	  The	  portholes	  are	  the	  apparatus	  that	  enable	  a	  
pictorial	  vision	  through	  which	  both	  the	  fictional	  characters	  and	  the	  cinema	  audience	  
attain	  an	  awareness	  of	  outer	  space	  and	  the	  spacecraft’s	  journey	  through	  it.	  	  
In	  Rocketship	  X-­‐M	  this	  is	  taken	  further	  by	  the	  film	  using	  the	  two	  portholes	  in	  the	  
spacecraft	  as	  a	  means	  to	  create	  a	  spatial	  awareness	  in	  outer	  space.	  Throughout	  the	  film	  
the	  Earth	  is	  always	  featured	  through	  the	  porthole	  on	  the	  left	  of	  the	  screen,	  whereas	  the	  
Moon	  is	  always	  featured	  through	  the	  porthole	  on	  the	  right	  of	  the	  screen.	  Together	  with	  
directionality,	  the	  distance	  to	  or	  from	  the	  Earth	  and	  Moon,	  as	  seen	  through	  the	  
portholes,	  act	  as	  spatial	  positioning	  devices	  of	  the	  spacecraft.102	  	  
The	  characters	  in	  all	  three	  films	  discussed	  are	  acutely	  aware	  of	  their	  privileged	  viewing	  
perspective	  of	  the	  Earth.	  This	  is	  alluded	  to	  by	  one	  of	  the	  crew	  members	  who	  when	  
standing	  by	  one	  of	  the	  portholes	  calls	  over	  his	  female	  colleague	  and	  urges	  her	  to	  look	  
out	  towards	  the	  whole	  Earth	  globe,	  remarking:	  “Something	  no	  human	  being	  ever	  saw	  
before,”[figs.	  50-­‐51].103	  	  
Despite	  the	  accuracies	  of	  the	  scientific	  and	  technological	  rocketry	  guidance	  provided	  by	  
Hermann	  Oberth	  on	  Frau	  Im	  Mond	  and	  Destination	  Moon,	  the	  films	  discussed	  here	  were	  
all	  made	  and	  viewed	  by	  an	  audience	  before	  manned	  space	  flight	  became	  a	  reality	  in	  
1961	  when	  Yuri	  Gagarin104	  became	  the	  first	  human	  to	  venture	  into	  outer	  space.	  
Subsequently	  the	  images	  portrayed	  of	  the	  Earth	  as	  globe	  from	  outer	  space	  and	  the	  
human	  reaction	  and	  emotions	  displayed	  by	  the	  fictional	  spacecraft	  crews	  at	  being	  the	  
first	  humans	  to	  witness	  the	  Earth	  from	  this	  perspective	  was,	  and	  could	  only,	  be	  
imaginary.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
102	  The	  directional	  configuration	  of	  the	  spacecraft	  is	  however	  incorrect.	  If	  a	  rocket	  ship	  were	  to	  be	  travelling	  
away	  from	  the	  Earth	  in	  the	  direction	  of	  the	  Moon	  the	  two	  planets	  would	  appear	  above	  and	  below	  the	  rocket	  
ship	  respectively.	  The	  layout	  on	  board	  the	  spacecraft	  in	  Rocketship	  X-­‐M	  and	  the	  positioning	  of	  the	  two	  
planets	  viewed	  through	  the	  portholes	  suggests	  that	  despite	  the	  changing	  distance	  and	  proximity	  as	  
displayed	  through	  the	  portholes	  the	  spacecraft	  is	  actually	  pointing	  in	  a	  trajectory	  away	  from	  both	  planets.	  
103	  Time:	  33:39	  mins.	  
104	  Yuri	  Gagarin	  (1934	  –	  1968)	  was	  a	  Russian	  cosmonaut.	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As	  I	  have	  set	  out,	  the	  genre	  of	  science	  fiction	  cinema	  reflects	  the	  socio-­‐political	  attitudes	  
and	  anxieties	  of	  its	  time.	  The	  film	  scenes	  portraying	  the	  whole	  Earth	  Globe	  from	  outer	  
space	  and	  the	  accompanying	  dialogue	  in	  the	  narrative	  already	  discussed	  are	  implicit	  in	  
this.	  Whilst	  these	  films’	  storylines	  revolved	  around	  the	  first	  humans	  to	  reach	  and	  
colonise	  the	  moon	  with	  the	  accompanying	  technological	  prowess	  to	  do	  so,	  a	  focal	  point	  
of	  these	  films	  was	  also	  the	  act	  of	  looking	  back	  at,	  and	  the	  emotional	  reaction	  to,	  seeing	  
the	  whole	  Earth	  as	  globe.	  By	  seeing	  the	  whole	  Earth	  (albeit	  a	  fictional	  representation),	  
and	  witnessing	  the	  human	  reaction	  through	  (albeit)	  fictional	  characters,	  the	  film	  
audiences	  conceive	  the	  world	  as	  a	  globe,	  which	  as	  Tim	  Ingold	  (2000)	  suggests,	  can	  then	  
‘become	  an	  object	  of	  appropriation	  for	  a	  collective	  humanity’	  (2000:	  214).	  Ingold	  
continues:	  	  
the	  image	  of	  the	  world	  as	  a	  globe	  is,	  I	  contend,	  a	  colonial	  one.	  It	  presents	  us	  
with	  the	  idea	  of	  a	  preformed	  surface	  waiting	  to	  be	  occupied,	  to	  be	  
colonised	  first	  by	  living	  things	  and	  later	  by	  human	  (usually	  meaning	  
Western)	  civilisation	  (Ingold,	  2000:	  214).	  
	  
In	  this	  respect	  these	  film	  scenes	  propagate	  the	  political	  message	  of	  power	  and	  world	  
leadership	  achieved	  through	  the	  technological	  innovation	  that	  has	  enabled	  venturing	  
into	  space	  to	  both	  colonise	  the	  Moon	  and	  gain	  the	  privileged	  viewing	  perspective	  of	  the	  
Earth.	  The	  films’	  subsequent	  effectiveness,	  allow	  the	  science	  fiction	  genre	  to	  make	  
ideologically	  grandiose	  claims	  on	  behalf	  of	  humankind.	  	  
The	  film	  narratives	  also	  fulfil	  the	  deep-­‐seated	  human	  desire	  to	  travel	  above	  and	  beyond	  
the	  Earth	  into	  outer	  space.	  Although	  the	  scenes	  feature	  a	  representation	  of	  the	  whole	  
Earth	  globe,	  the	  film	  audience	  is	  displaced	  from	  a	  direct	  experience	  of	  gazing	  at	  the	  
Earth	  from	  the	  position	  of	  outer	  space.	  Instead	  this	  desire	  is	  expressed	  through	  the	  
recurring	  scenes	  involving	  the	  fictional	  characters’	  act	  of	  gazing	  at	  the	  Earth,	  the	  
accompanying	  dialogue	  and	  their	  facial	  expressions.	  It	  is	  in	  these	  scenes	  that	  human	  
emotions	  momentarily	  take	  over	  the	  storylines,	  and	  vision	  is	  the	  apparatus	  through	  
which	  this	  is	  achieved.	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Perhaps	  the	  most	  iconic	  use	  of	  the	  Earth	  globe	  in	  cinematic	  imagery	  however	  is	  by	  
Stanley	  Kubrick	  in	  his	  1968	  film	  classic	  2001:	  A	  Space	  Odyssey.	  Made	  at	  the	  height	  of	  the	  
Space	  Race105	  between	  the	  United	  States	  and	  the	  Soviet	  Union,	  the	  image	  of	  the	  Earth	  
appears	  in	  a	  number	  of	  scenes	  throughout	  the	  film,	  providing	  a	  visual	  perspectival	  sense	  
of	  location	  in	  the	  black	  vastness	  of	  space.	  It	  is	  the	  final	  scene	  of	  the	  film	  that	  is	  of	  
particular	  interest	  here.	  In	  this,	  the	  embryonic	  foetus	  Starchild,	  is	  seen	  floating	  in	  outer	  
space	  as	  it	  makes	  its	  way	  towards	  Earth,	  eyes	  wide-­‐open	  gazing	  at,	  and	  contemplating,	  
the	  Earth	  globe	  from	  afar	  [fig.	  52].106	  The	  foetus	  signifies,	  as	  it	  inevitably	  does,	  a	  new	  
beginning	  on	  a	  singular	  personal	  level,	  however	  it	  is	  through	  the	  juxtaposition	  within	  the	  
film’s	  frame	  of	  the	  spectre	  of	  the	  Earth	  globe	  in	  the	  distance,	  and	  the	  foetus’s	  gaze,	  that	  
implies	  the	  metaphorical	  next	  step	  in	  the	  evolution	  of	  humankind	  itself.	  The	  spectre	  of	  
(female)	  reproduction	  and	  female	  spectatorship	  is	  a	  tool	  also	  used	  by	  the	  films	  Frau	  Im	  
Mond	  and	  Rocketship	  X-­‐M.	  The	  sole	  female	  protagonists	  in	  each	  film	  are	  central	  to,	  and	  
instigators	  of,	  the	  first	  (emotional)	  view	  of	  the	  distant	  (female)	  Earth	  globe	  from	  the	  
spacecraft	  windows.	  In	  the	  final	  scene	  of	  Frau	  Im	  Mond,	  Friede	  remains	  stranded	  on	  the	  
Moon	  with	  Helius	  her	  love	  interest;	  paradoxically	  certain	  (eventual)	  death107	  is	  
intermixed	  with	  (the	  promise	  of)	  procreation	  of	  humankind	  on	  another	  planet.	  The	  
outcome	  of	  the	  space	  mission	  in	  Rocketship	  X-­‐M	  however,	  is	  both	  finite	  and	  portrayed	  
on	  screen	  as	  such.	  The	  simmering	  sexual	  tension,	  and	  possibility	  of	  a	  future	  life	  together	  
between	  the	  sole	  female	  protagonist	  Dr.	  Van	  Horn	  and	  Colonel	  Graham,	  is	  extinguished	  
on	  their	  embrace,	  as	  the	  rocket	  explodes	  on	  re-­‐entry	  into	  the	  Earth’s	  atmosphere.	  	  
Whilst	  the	  final	  scene	  in	  2001:	  A	  Space	  Odyssey	  is	  a	  commentary	  on	  humankind	  on	  an	  
evolutionary	  level,	  the	  end	  frame	  of	  Destination	  Moon	  is	  a	  commentary	  more	  akin	  to	  the	  
political	  undertones	  of	  science	  fiction	  genre	  [fig.	  53].	  The	  end	  credit	  of	  the	  film	  rolls	  with	  
an	  image108	  of	  the	  Earth	  globe	  as	  witnessed	  from	  space	  with	  the	  superimposed	  text	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
105	  The	  Space	  Race	  was	  the	  race	  for	  supremacy	  in	  technological	  space	  exploration	  between	  the	  United	  
States	  and	  the	  Soviet	  Union.	  It	  began	  in	  the	  mid	  1950s	  and	  culminated	  in	  1969	  with	  the	  Moon	  landing.	  
106	  Time:	  2:14:24.	  
107	  Stock	  of	  food	  and	  water	  were	  left	  on	  the	  Moon,	  but	  with	  no	  other	  resources	  would	  obviously	  eventually	  
run	  out.	  
108	  This	  particular	  image	  used	  is	  of	  course	  a	  pictorial	  depiction.	  Despite	  not	  being	  an	  image	  of	  the	  ‘whole’	  
Earth	  globe,	  even	  this	  perspective	  of	  Earth	  had	  yet	  to	  be	  witnessed	  at	  the	  time	  of	  the	  making	  of	  the	  film.	  It	  is	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‘THIS	  IS	  THE	  END	  OF	  THE	  BEGINNING’.	  Whilst	  in	  contemporary	  cinema	  this	  end	  
statement	  would	  more	  than	  likely	  allude	  to	  a	  commercial	  franchise	  sequel,	  the	  political	  
atmosphere	  at	  the	  time	  of	  the	  making	  of	  Destination	  Moon	  in	  1950	  was	  such,	  that	  this	  
message	  would	  have	  been	  understood	  within	  the	  context	  of,	  and	  as	  a	  prelude	  to,	  














	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
curious	  however	  that	  a	  pictorial	  image	  of	  a	  full	  globe	  was	  not	  depicted	  instead.	  Perhaps	  having	  yet	  to	  be	  
witnessed	  by	  camera	  or	  by	  human	  proved	  to	  be	  a	  conceptual	  obstacle.	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1.8	  	  	  Science	  fiction	  turns	  into	  science	  fact	  	  
Amongst	  Hermann	  Oberth’s	  colleagues	  during	  his	  advisory	  role	  whilst	  working	  on	  Frau	  
Im	  Mond	  was	  Wernher	  von	  Braun,109	  who	  subsequently	  became	  a	  leading	  rocket	  
engineer	  and	  the	  lead	  architect	  of	  the	  V-­‐2110	  ballistic	  missile	  used	  by	  Germany	  towards	  
the	  end	  of	  World	  War	  II.	  Known	  in	  German	  as	  Vergeltungswaffe	  2	  (vengeance	  weapon),	  
after	  World	  War	  II	  a	  number	  of	  V-­‐2	  rockets	  (and	  rocket	  engineers)	  were	  captured	  by	  the	  
United	  States.	  Having	  had	  their	  warhead	  nose	  cones	  modified	  and	  adapted	  to	  be	  
equipped	  with	  instruments	  to	  be	  used	  for	  scientific	  research,	  it	  was	  from	  a	  35mm	  
aircraft	  gun	  camera	  mounted	  on	  one	  of	  these	  unmanned	  ballistic	  missiles	  [fig.	  54],	  
launched	  by	  United	  States	  (military)	  scientists	  in	  1946,111	  that	  the	  first	  image	  of	  an	  area	  
of	  the	  Earth	  as	  seen	  from	  sub-­‐orbital	  space	  was	  captured.	  The	  aircraft	  gun	  camera	  took	  
a	  black	  and	  white	  image	  frame	  every	  1.5	  seconds	  during	  the	  sub-­‐orbital	  space	  flight,	  and	  
at	  an	  altitude	  of	  65	  miles	  the	  time-­‐lapse	  film	  captured	  a	  receding	  Earth	  clearly	  showing	  
the	  curvature	  of	  the	  Earth	  as	  the	  V-­‐2	  rocket	  spun	  into	  sub-­‐orbital	  space	  [fig.	  55].	  	  
The	  modifications	  and	  experimental	  research	  carried	  out	  on,	  and	  with,	  the	  V-­‐2	  rocket	  
marked	  the	  beginnings	  of	  the	  United	  States	  space	  exploration	  programme.	  Yet	  whilst	  
the	  purpose	  of	  the	  mission	  was	  for	  scientific	  research112	  –	  though	  the	  militarisation	  of	  
space	  through	  the	  use	  of	  modified	  ballistic	  missiles	  by	  military	  scientists	  cannot	  be	  
overlooked	  –	  it	  also	  produced	  the	  first	  ever	  image	  of	  Earth113	  as	  seen	  from	  sub-­‐orbital	  
space.	  For	  the	  first	  time	  humanity	  was	  able	  to	  step	  outside	  of	  Earth	  and	  look	  down	  on	  
itself.114	  Yet	  the	  symbolic	  importance	  of	  this	  act,	  viewing	  the	  Earth	  from	  beyond	  it,	  would	  
only	  become	  evident	  decades	  later	  during	  the	  Apollo	  Space	  Programme.115	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
109	  Wernher	  von	  Braun	  (1912	  –	  1977)	  was	  a	  colleague	  of	  Hermann	  Oberth	  before,	  during,	  and	  after	  his	  
association	  with	  the	  film.	  
110	  The	  Frau	  im	  Mond	  film	  logo	  was	  painted	  on	  the	  casing	  of	  the	  first	  successfully	  tested	  V-­‐2	  missile	  launched	  
from	  its	  test	  facility	  in	  Peenemünde,	  Germany.	  
111	  Launched	  on	  24	  October	  1946	  from	  White	  Sands	  Missile	  Range	  in	  New	  Mexico.	  
112	  The	  imaging	  of	  the	  Earth	  through	  the	  camera	  equipment	  was	  also	  for	  the	  purposes	  of	  scientific	  research	  
and	  not	  for	  capturing	  images	  of	  the	  Earth	  per	  se.	  	  
113	  A	  portion	  of	  the	  Earth,	  as	  opposed	  to	  the	  full	  Earth	  globe.	  
114	  I	  am	  here	  referring	  to	  an	  aerial	  perspective	  from	  space	  as	  opposed	  to	  that	  achieved	  from	  the	  perspective	  
of	  flight.	  	  
115	  The	  Apollo	  Space	  Programme	  will	  be	  discussed	  later	  in	  this	  chapter.	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  Fig.	  55:	  First	  image	  of	  Earth	  as	  seen	  from	  sub-­‐orbital	  space,	  1946	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Since	  the	  end	  of	  World	  War	  II	  until	  the	  dismantling	  of	  the	  Eastern	  Bloc	  States	  in	  the	  
1990s,	  the	  United	  States	  and	  the	  former	  Soviet	  Union	  were	  involved	  in	  what	  was	  known	  
as	  the	  Cold	  War	  era,116	  and	  space	  exploration	  proved	  to	  be	  another	  arena	  for	  this	  rivalry,	  
beginning	  with	  the	  launch	  into	  Earth’s	  orbit	  of	  the	  world’s	  first	  artificial	  satellite	  Sputnik-­‐
1	  on	  the	  October	  4	  1957	  by	  the	  Soviet	  Union.	  
The	  unexpected	  announcement	  of	  the	  launch	  by	  the	  Soviet	  Union,	  and	  the	  subsequent	  
success	  of	  the	  mission,	  an	  event	  which	  Hannah	  Arendt	  (1958)	  observed	  would	  have	  
been	  ‘greeted	  with	  unmitigated	  joy	  if	  it	  had	  not	  been	  for	  the	  uncomfortable	  military	  and	  
political	  circumstances	  attending	  it’	  (Arendt,	  1958:	  1),117	  sparked	  a	  reaction	  in	  the	  United	  
States	  that	  was	  termed	  by	  its	  President	  Dwight	  D	  Eisenhower,	  as	  the	  Sputnik	  Crisis.118	  	  
Having	  considered	  itself	  to	  be	  the	  world	  leader	  in	  the	  research	  and	  development	  of	  
space	  technology	  and	  exploration,	  with	  space	  seen	  as	  the	  next	  frontier	  to	  be	  colonised,	  
the	  United	  States	  saw	  itself	  surpassed	  by	  the	  Soviet	  Union,	  not	  just	  technologically,	  with	  
all	  the	  consequent	  pro	  Soviet	  Union	  propaganda	  this	  entailed,	  but	  also	  in	  the	  capability	  
to	  deliver	  a	  nuclear	  warhead.	  Consequently	  as	  a	  direct	  result	  of	  the	  Sputnik	  crisis,	  the	  
Space	  Race119	  took	  on	  a	  further	  urgency,	  and	  within	  a	  few	  short	  months,	  in	  1958	  
President	  Dwight	  D	  Eisenhower	  created	  NASA	  (National	  Aeronautics	  and	  Space	  
Administration)	  and	  the	  Space	  Age120	  began.121	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
116	  A	  term	  used	  to	  signify	  the	  political	  tension	  that	  existed	  between	  the	  United	  States	  and	  the	  former	  Soviet	  
Union.	  The	  differing	  ideology,	  political	  conflict	  and	  military	  tension	  this	  entailed,	  oversaw	  such	  military	  
conflicts	  as	  the	  Korean	  War	  in	  the	  1950s	  and	  the	  Vietnam	  War	  from	  the	  1950s	  through	  to	  the	  1970s.	  
117Arendt	  continues	  that	  this	  was	  also	  the	  start	  of	  humanity’s	  ‘escape’	  from	  ‘imprisonment	  to	  the	  earth’	  
(Arendt,	  1958:	  1).	  	  
118	  Within	  the	  Space	  Race	  the	  successful	  launch	  of	  Sputnik	  1	  is	  also	  seen	  as	  the	  Soviet	  Union’s	  ‘first’	  victory.	  
119	  The	  Space	  Race	  was	  the	  term	  used	  for	  the	  competition	  in	  space	  exploration	  between	  the	  United	  States	  
and	  the	  Soviet	  Union.	  Generally	  attributed	  to	  have	  begun	  with	  the	  launch	  of	  Sputnik	  1	  in	  1957,	  the	  climax	  
and	  end	  of	  the	  Space	  Race	  is	  generally	  acknowledged	  to	  have	  been	  when	  the	  American	  astronaut	  Neil	  
Armstrong	  became	  the	  first	  man	  to	  set	  foot	  on	  the	  Moon	  in	  1969,	  thereby	  the	  United	  States	  ‘winning’	  the	  
Space	  Race.	  The	  first	  spacecraft	  to	  land	  on	  the	  Moon	  however	  had	  taken	  place	  many	  years	  earlier.	  As	  early	  
as	  1959	  the	  Soviet	  Union’s	  Luna	  2	  became	  the	  first	  spacecraft	  to	  crash	  into	  the	  Moon.	  Subsequently	  the	  first	  
spacecraft	  to	  make	  a	  soft	  landing	  on	  the	  Moon	  was	  the	  Soviet	  Union’s	  Luna	  9.	  
120	  The	  time	  period	  during	  which	  the	  Space	  Race	  took	  place.	  
121	  The	  political	  and	  historical	  importance	  of	  space	  exploration	  and	  its	  attendant	  authoritative	  legacy	  cannot	  
be	  overestimated.	  Despite	  current	  international	  cross-­‐collaborative	  space	  research	  (the	  ISS	  is	  a	  joint	  
international	  venture),	  political	  undertones	  are	  still	  prevalent.	  During	  the	  Opening	  Ceremony	  of	  the	  2014	  
Winter	  Olympic	  Games	  held	  in	  Sochi,	  Russia,	  both	  the	  role	  of	  Russia	  in	  space	  exploration	  and	  the	  image	  of	  
the	  Earth	  globe	  permeated	  the	  spectacle.	  The	  narrative	  featuring	  Russia’s	  historical	  contributions	  (and	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1.9	  	  	  The	  race	  to	  be	  first	  	  
Intrinsic	  to	  the	  very	  concept	  of	  space	  exploration	  has	  been	  the	  competitive	  desire	  to	  be	  
the	  ‘first’	  (and	  presumed	  best);	  the	  first	  manned	  spacecraft	  into	  orbital	  space;	  the	  first	  
artificial	  satellite	  to	  undertake	  scientific	  research;	  the	  first	  artificial	  communications	  
satellite;	  the	  first	  manned	  spacecraft	  to	  land	  on	  the	  Moon,	  the	  list	  goes	  on.	  What	  
permeated	  this	  competitive	  desire,122	  in	  particular	  as	  exemplified	  by	  the	  Space	  Race	  in	  
the	  decade	  after	  the	  successful	  launch	  of	  Sputnik-­‐1,	  was	  the	  ideological	  control	  that	  
colonising	  (and	  militarising)	  outer	  space	  and	  the	  Moon	  would	  entail.123	  Intrinsic	  to,	  and	  
feeding	  the	  dynamics	  of	  the	  Space	  Race	  (and	  thereby	  its	  competitiveness),	  were	  the	  
mass	  media	  platforms	  of	  the	  time.	  Television	  and	  cinema,	  through	  the	  genre	  of	  science	  
fiction,	  was,	  as	  already	  exemplified,	  a	  milieu	  for	  Cold	  War	  and	  Space	  Race	  
preoccupations.	  The	  technological	  advancement	  of	  live	  television	  satellite	  broadcast	  was	  
inextricable	  to	  rocket	  technology	  (thus	  the	  Space	  Race	  itself),	  and	  the	  acquisition	  of	  
satellite	  space	  imagery.	  The	  worldwide	  reach	  that	  this	  new	  technology	  afforded	  	  –	  live	  
television	  news	  –	  alongside	  the	  popularising	  of	  colour	  photography,	  and	  daily	  and	  
weekly	  print	  media,	  provided	  unmitigated	  global	  exposure	  of	  the	  Space	  Race	  and	  thus	  
space	  exploration.	  Subsequently	  after	  the	  Soviet	  Union’s	  ‘first	  victory’	  with	  Sputnik-­‐1,	  
NASA	  took	  over	  the	  Explorer124	  unmanned	  artificial	  satellite	  programme	  from	  the	  US	  
Army	  in	  1958,	  and	  prioritised	  its	  remit	  to	  compete	  with	  the	  Soviet	  Union.	  In	  doing	  so,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
global	  importance),	  highlighted	  Sputnik-­‐1,	  Yuri	  Gagarin	  (as	  the	  first	  man	  in	  space),	  the	  Lunokhod	  
programme,	  and	  the	  ISS;	  during	  the	  ceremony	  the	  Russian	  flag	  was	  raised	  by	  a	  group	  of	  Russian	  
cosmonauts;	  the	  first	  female	  cosmonaut	  was	  one	  of	  the	  Olympic	  flag	  bearers;	  the	  Olympic	  torch,	  that	  had	  
travelled	  throughout	  Russian	  in	  the	  build	  up	  to	  the	  Games,	  had	  been	  launched	  into	  space	  and	  taken	  on	  a	  
space	  walk	  by	  a	  Russian	  cosmonaut	  aboard	  the	  ISS;	  a	  video	  of	  the	  revolving	  Earth	  was	  projected	  on	  to	  the	  
stadium	  centre	  field;	  and	  during	  the	  athletes	  parade	  each	  nation	  entered	  the	  stadium	  via	  an	  opening	  in	  the	  
centre	  field	  onto	  which	  was	  projected	  a	  night	  view	  of	  the	  particular	  nation	  as	  seen	  from	  the	  perspective	  of	  
space	  (during	  the	  Closing	  Ceremony	  a	  spinning	  terrestrial	  globe	  was	  projected	  on	  to	  the	  stadium	  centre	  field	  
when	  the	  athletes	  entered	  the	  stadium	  as	  a	  symbol	  of	  ‘one	  world’).	  It	  is	  no	  coincidence	  that	  the	  2014	  Sochi	  
Winter	  Olympic	  Games	  have	  been	  labelled	  (President	  Vladimir)	  ‘Putin’s	  Games’,	  not	  merely	  because	  of	  
allegations	  of	  corruption,	  and	  official	  anti-­‐gay	  law,	  but	  because	  of	  the	  opportunity	  for	  political	  propaganda.	  
122	  ‘Space	  Race’	  competition	  is	  still	  very	  active	  today	  thanks	  to	  the	  Google	  Corporation.	  For	  the	  
commodification	  of	  lunar	  exploration	  see	  the	  Google	  Lunar	  X	  Prize:	  
<http://www.googlelunarxprize.org/prize-­‐details>	  
123	  Obviously	  at	  this	  point	  the	  Moon	  was	  the	  target,	  this	  has	  now	  been	  surpassed	  by	  the	  focus	  on	  reaching	  
Mars.	  
124	  The	  mission	  of	  the	  Explorer	  Programme,	  which	  enabled	  the	  first	  successful	  launch	  by	  the	  United	  States	  of	  
an	  artificial	  satellite,	  was	  for	  the	  undertaking	  of	  scientific	  investigations	  from	  space.	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NASA	  produced	  the	  first	  image	  of	  Earth	  from	  orbital	  space	  [fig.	  56]	  captured	  by	  the	  
Explorer	  6	  satellite	  on	  14	  August	  1959.	  Orbiting	  at	  an	  altitude	  of	  about	  17,000	  miles,	  the	  
image	  was	  captured	  by	  an	  experimental	  scanning	  device	  designed	  specifically	  to	  take	  
imagery	  of	  cloud	  cover.	  With	  the	  data	  transmitted	  back	  to	  Earth,	  after	  two	  months	  of	  
data	  processing	  the	  image	  was	  published.	  The	  image	  however	  of	  a	  crescent	  Earth	  over	  a	  
sunlit	  area	  of	  the	  Central	  Pacific	  Ocean	  was	  of	  very	  poor	  quality.	  The	  first	  television	  
image	  of	  Earth	  from	  orbital	  space	  [fig.	  57]	  was	  transmitted	  on	  the	  1	  April	  1960	  by	  the	  
unmanned	  TIROS-­‐1	  (Television	  Infrared	  Observation	  Satellite).	  As	  the	  satellite	  orbited	  
the	  Earth	  at	  an	  altitude	  of	  about	  450	  miles,	  two	  television	  cameras	  on	  board,	  stored	  and	  
transmitted	  the	  still	  images	  to	  Earth	  via	  an	  FM	  transmitter.	  As	  a	  meteorological	  satellite	  
the	  remote	  sensing	  image	  captured	  by	  TIROS-­‐1,	  features	  cloud	  cover	  and	  clearly	  shows	  
the	  curvature	  of	  the	  Earth.	  
Whilst	  the	  United	  States	  continued	  to	  take	  great	  strides	  in	  capturing	  unmanned	  data	  
images	  of	  the	  Earth	  from	  space,	  and	  testing	  the	  rocket	  technology	  to	  send	  a	  man	  into	  
space,	  there	  is	  not	  much	  information	  available	  on	  early	  images	  of	  Earth	  captured	  by	  the	  
Soviet	  Union	  unmanned	  space	  programme.	  One	  can	  only	  surmise	  that	  an	  element	  of	  
this	  was,	  and	  is,	  due	  to	  secrecy.	  However	  the	  few	  images	  that	  are	  available	  in	  the	  public	  
domain	  show	  that	  they	  were	  of	  an	  inferior	  picture	  quality	  to	  those	  published	  by	  the	  
United	  States.	  However	  it	  was	  the	  Soviet	  Union’s	  cosmonaut	  Yuri	  Gagarin,	  on	  board	  the	  
spacecraft	  Vostok	  1,	  who	  became	  the	  first	  human	  in	  space,	  and	  to	  orbit	  the	  Earth.	  The	  
108-­‐minute	  space	  flight	  on	  the	  April	  12	  1961,	  was	  to	  be	  yet	  another	  propaganda	  coup	  
for	  the	  Soviet	  Union	  and	  proved	  a	  severe	  blow	  to	  the	  morale	  of	  the	  United	  States	  and	  
their	  quest	  to	  colonise	  space.125	  Jules	  Bergman,	  the	  science	  editor	  of	  the	  American	  ABC	  
News	  Special	  Report	  programme	  reported	  “now	  the	  world	  is	  asking	  what	  next,	  what	  will	  
Russia	  try	  to	  conquer	  next	  in	  this	  new	  world	  of	  space?”	  (Bergman,	  1961).	  Such	  was	  the	  
impact	  of	  being	  the	  first	  to	  achieve	  this	  feat,	  that	  eight	  days	  after	  Gagarin’s	  success,	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
125	  It	  should	  also	  be	  noted	  that	  it	  was	  also	  the	  Soviet	  Union’s	  quest	  to	  colonise	  space.	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  Fig.	  56:	  	  First	  image	  of	  Earth,	  Explorer	  6,	  1959	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  57:	  First	  Television	  image	  of	  Earth,	  TIROS	  1,	  1960	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on	  20	  April	  1961,	  John	  F.	  Kennedy,	  the	  then	  President	  of	  the	  United	  States,	  sent	  an	  
urgent	  memorandum	  to	  his	  Vice	  President	  Lyndon	  Johnson	  asking:	  
Do	  we	  have	  a	  chance	  of	  beating	  the	  Soviets	  by	  putting	  a	  laboratory	  in	  
space,	  or	  by	  a	  trip	  around	  the	  moon,	  or	  by	  a	  rocket	  to	  land	  on	  the	  moon,	  or	  
by	  a	  rocket	  to	  go	  to	  the	  moon	  and	  back	  with	  a	  man.	  Is	  there	  any	  other	  
space	  program	  which	  promises	  dramatic	  results	  in	  which	  we	  could	  win?	  
(Kennedy,	  1961).	  
	  
This	  extraordinary	  memorandum	  did	  not	  merely	  highlight	  the	  competitive	  paranoia	  
between	  the	  United	  States	  and	  the	  Soviet	  Union	  at	  the	  time,	  but	  it	  also	  proved	  to	  be	  the	  
catalyst	  for	  the	  inception	  of	  the	  Apollo	  lunar	  landing	  programme.126	  Weeks	  later	  Overton	  
Brooks,	  the	  Chair	  of	  the	  House	  Committee	  on	  Science	  and	  Astronautics,	  also	  sent	  a	  
memorandum	  to	  Lyndon	  Johnson	  stating	  that	  the	  ‘United	  States	  must	  do	  whatever	  is	  
necessary	  to	  gain	  unequivocal	  leadership	  in	  Space	  Exploration’	  (Brooks,	  1960),	  with	  one	  
of	  the	  recommendations	  being:	  
[To]	  pursue	  vigorously	  our	  man-­‐in-­‐space	  program.	  	  
We	  cannot	  concede	  the	  Moon	  to	  the	  Soviets,	  for	  it	  is	  conceivable	  that	  the	  
nation	  which	  controls	  the	  Moon	  may	  well	  control	  the	  Earth	  (Brooks,	  1960).	  
	  
Brooks	  continues,	  in	  his	  communication	  to	  Johnson	  that	  ‘Worldwide	  weather	  satellite	  
systems’,	  which	  they	  had	  already	  been	  developing,	  would,	  if	  offered	  to	  the	  ‘world’	  for	  
operational	  use,	  provide	  the	  United	  States	  with	  ‘attendant	  political,	  psychological,	  and	  
economic	  benefits’	  that	  could	  be	  ‘easily	  measured	  against	  our	  political	  goals’	  (Brooks,	  
1960).	  At	  the	  same	  time	  he	  believed	  that	  ‘Worldwide	  communications	  and	  television	  
satellites’,	  which	  they	  could	  have	  on	  an	  experimental	  basis	  within	  three	  years,	  were	  
important	  because:	  	  
the	  nation	  that	  controls	  worldwide	  communications	  and	  television	  will	  
ultimately	  have	  the	  nation’s	  language	  become	  the	  universal	  tongue	  
(Brooks,	  1960).	  
	  
On	  25	  May	  1961,	  in	  a	  speech	  to	  a	  Joint	  Session	  of	  Congress,	  John	  F.	  Kennedy	  requested	  
the	  funds	  to	  advance	  their	  space	  programme,	  and	  in	  particular,	  to	  achieve	  the	  goal	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
126	  The	  Apollo	  Programme	  will	  be	  discussed	  later	  in	  this	  chapter.	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before	  the	  end	  of	  the	  decade	  of	  ‘landing	  a	  man	  [an	  American]	  on	  the	  moon	  and	  
returning	  him	  safely	  to	  earth’	  (Kennedy,	  1961).127	  	  
	  
1.10	  	  	  Seeing	  Earth	  through	  the	  ‘gaze’	  	  
As	  the	  first	  human128	  to	  orbit	  Earth,129	  Gagarin	  was	  afforded	  a	  unique	  perspective,	  that	  of	  
the	  first	  person	  to	  see	  the	  Earth	  from	  space,	  from	  ‘without’.	  Achieving	  what	  Arendt	  
(1958)	  pre-­‐empted	  would	  be	  ‘man’s	  escape	  from	  the	  imprisonment	  of	  Earth,	  Gagarin’s	  
reconnaissance	  with	  the	  Earth	  as	  a	  visual	  entity	  from	  afar,	  posited,	  for	  the	  first	  time,	  the	  
Earth	  as	  an	  observed	  object	  which	  humanity,	  vicariously	  through	  Gagarin,	  bore	  witness	  
to.	  	  
In	  his	  globe	  shaped	  capsule,	  Vostok	  1	  [fig.	  58],	  Gagarin	  reached	  a	  maximum	  height	  of	  
203	  miles.	  His	  view	  of	  the	  Earth	  from	  ‘without’	  was	  through	  two	  portholes,	  one	  to	  his	  
left,	  and	  the	  other	  to	  his	  right.	  However,	  it	  was	  through	  a	  Vzor	  (B3OP),130	  optical	  
orientation	  device	  with	  two	  reflective	  mirrors	  [fig.	  59],	  located	  beneath	  his	  feet	  on	  the	  
floor	  of	  the	  capsule	  [fig.	  60],131	  that	  Gagarin	  was	  able	  to	  obtain	  his	  best	  views.	  Through	  
the	  Vzor,	  which	  translates	  into	  English	  as	  ‘gaze’,	  alignment	  and	  orientation	  were	  
attained	  when	  the	  lines	  on	  the	  optical	  device	  corresponded	  to	  the	  terrain	  of	  the	  Earth	  
below.	  The	  radio	  communication	  transcripts	  between	  Gagarin	  and	  Flight	  Control	  during	  
that	  first	  orbit	  reveal	  Gagarin’s	  constant	  references	  to	  his	  ‘seeing’	  the	  Earth	  through	  the	  
Vzor	  (gaze).	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
127	  The	  United	  States	  achieved	  this	  aim	  and	  the	  American	  astronaut	  Neil	  Armstrong	  became	  the	  first	  man	  to	  
set	  foot	  on	  the	  Moon	  in	  1969.	  
128	  In	  1957	  the	  dog	  Laika	  became	  the	  first	  living	  creature	  to	  orbit	  Earth.	  Aboard	  Sputnik	  2	  she	  is	  reported	  to	  
have	  died	  hours	  after	  launch	  from	  overheating	  and	  stress.	  	  
129	  Vostok	  1	  did	  one	  orbit	  of	  the	  Earth.	  
130	  Russian	  alphabet	  spelling.	  
131	  This	  reproduction	  of	  an	  original	  photograph	  depicts	  the	  interior	  of	  a	  later	  Vostok	  spacecraft.	  However	  
the	  Vzor	  was	  also	  used,	  and	  can	  be	  seen	  in	  this	  image.	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  Fig.	  59:	  3D	  reconstruction	  of	  Vzor	  (gaze)	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  60:	  Interior	  of	  Vostok	  capsule	  with	  Vzor	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Through	  the	  on-­‐board	  recorder	  Gagarin	  can	  be	  heard	  saying:132	  
	  
In	  the	  Vzor	  [gaze]	  I	  see	  Earth.	  
I	  see	  the	  river,	  the	  terrain.	  
Excellent	  all	  in	  the	  Vzor	  [gaze]	  can	  be	  seen.	  	  
I	  see	  Earth.	  Visibility	  is	  excellent.	  	  
In	  the	  window	  of	  Vzor	  [gaze]	  watching	  the	  Earth.	  
Here	  the	  object133	  is	  spinning.	  The	  rotation	  of	  the	  object	  can	  be	  determined	  
by	  the	  Earth's	  surface.	  
Really	  such	  a	  beautiful	  aura.	  	  
Right	  now	  in	  the	  Vzor	  [gaze]	  watching	  the	  Earth.	  
Observe	  the	  Earth	  (Gagarin,	  1961).	  
	  
In	  the	  report	  of	  the	  post	  space	  flight	  State	  Commission	  meeting	  which	  took	  place	  on	  13	  
April,	  1961,	  Gagarin	  reiterated	  his	  visual	  perspective	  of	  the	  Earth	  from	  space,	  ‘you	  can	  
see	  everything.	  I	  kept	  reporting	  it’	  (Gagarin,	  1961).	  Through	  the	  Vzor	  [gaze]	  Gagarin,	  did	  
not	  only	  literally	  have	  the	  world	  beneath	  his	  feet,	  but	  his	  outlook	  was,	  as	  Ingold	  would	  
contend,	  a	  ‘global	  outlook’	  whereby:	  
life	  appears	  to	  be	  lived	  upon	  the	  outer	  surface	  of	  the	  world	  rather	  than	  
from	  an	  experiential	  centre	  within	  it.	  The	  world	  does	  not	  surround	  us,	  it	  lies	  
beneath	  our	  feet	  (Ingold,	  2000:	  215).	  	  
	  
Not	  unexpectedly	  perhaps,	  as	  the	  first	  human	  to	  view	  the	  Earth	  from	  ‘without’,	  
Gagarin’s	  primary	  concern	  was	  his	  view	  of	  the	  Earth	  as	  a	  global	  entity	  on	  a	  global	  scale.	  
Vostok	  1’s	  manned	  orbit	  of	  the	  Earth	  was	  the	  culmination134	  of	  humanity’s	  imaginative	  
flight	  (ingold,	  2000),	  for	  it	  was	  historically	  deemed,	  that	  the	  world	  ‘as	  it	  really	  exists	  can	  
only	  be	  witnessed	  by	  physically	  leaving	  it’	  (Ingold,	  2000:	  215).135	  In	  this	  respect,	  a	  ‘global	  
perspective’	  (Ingold,	  2000:	  215)	  both	  in	  the	  literal	  physical	  sense,	  and	  as	  an	  outlook,	  ‘is	  
seen	  to	  be	  both	  real	  and	  total’	  (Ingold,	  2000:	  215).	  Thereby	  ‘looking	  [visualising]	  at	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
132	  These	  excerpts	  were	  interspersed	  mostly	  with	  Gagarin	  communicating	  his	  [good]	  physical	  condition	  to	  
Flight	  Control.	  For	  the	  purposes	  of	  this	  thesis	  the	  (translated)	  excerpts	  have	  been	  condensed	  into	  one	  
continuous	  text.	  
133	  With	  reference	  to	  the	  orientation	  device	  of	  the	  Vzor	  (gaze).	  
134	  This	  was	  the	  culmination	  of	  achieving	  the	  first	  manned	  space	  flight.	  However	  as	  is	  always	  the	  case	  
further	  targets	  were	  and	  continue	  to	  be	  set.	  As	  mentioned	  previously,	  as	  a	  direct	  reaction	  to	  Gagarin’s	  
Vostok	  1	  Earth	  orbit,	  the	  United	  States	  set	  landing	  on	  the	  Moon	  as	  the	  next	  target	  of	  the	  Space	  Race.	  	  	  
135	  It	  should	  be	  noted	  however	  that	  both	  Ingold	  and	  this	  thesis	  do	  not	  subscribe	  to	  this	  point	  of	  view.	  They	  
are	  pointing	  out	  the	  historical	  norm.	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world’	  (Ingold,	  2000:	  212)	  from	  ‘without’,	  provides	  the	  true	  perspective	  of	  knowledge.	  It	  
is	  this	  belief	  that	  Ingold	  argues	  has	  provided,	  and	  I	  would	  add,	  privileged,	  ‘the	  imagery	  of	  
the	  world	  as	  a	  globe’	  (Ingold,	  2000:	  212).	  
	  
1.11	  	  	  Earth	  from	  space	  
Images	  of	  the	  Earth	  from	  the	  perspective	  of	  space	  had	  been	  automatically	  captured	  by	  
on	  board	  spacecraft	  cameras	  on	  rockets	  and	  artificial	  satellites	  by	  the	  United	  States	  
space	  programme	  as	  early	  as	  1946	  with	  the	  unmanned	  V-­‐2	  rocket.136	  However,	  the	  
rationales	  behind	  the	  capture	  of	  these	  images	  were	  for	  the	  purposes	  of	  scientific	  
research.	  It	  was	  John	  Glenn,	  the	  first	  American	  astronaut	  to	  orbit	  the	  Earth137	  on	  20	  
February	  1962,138	  who	  was	  the	  first	  to	  take	  hand-­‐held	  photographs	  from	  the	  perspective	  
of	  space.	  139	  Aboard	  the	  Mercury-­‐	  Atlas	  6	  mission	  Friendship	  7	  spacecraft,	  Glenn	  orbited	  
the	  Earth	  three	  times	  on	  a	  flight	  that	  took	  four	  hours	  and	  fifty-­‐six	  minutes.	  As	  an	  
afterthought,	  Glenn	  bought	  an	  Ansco	  Autoset	  35mm	  camera	  to	  take	  on	  board	  his	  space	  
flight,	  the	  camera	  was	  then	  hurriedly	  modified	  for	  ease	  of	  use	  [fig.	  61].140	  Five	  minutes	  
and	  eighteen	  seconds	  into	  his	  first	  orbit,	  Glenn	  reported	  to	  Ground	  Control	  “Oh,	  that	  
view	  is	  tremendous”	  (Glenn,	  1962),	  and	  then	  proceeded	  during	  his	  flight,	  with	  no	  
guidelines	  as	  photography	  was	  not	  an	  official	  part	  of	  the	  mission,	  to	  take	  hand	  held	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
136	  Colour	  images	  of	  the	  Earth	  from	  space	  were	  first	  captured	  during	  Project	  Mercury.	  This	  project	  was	  
NASA’s	  first	  human	  orbital	  space	  flight	  programme	  that	  ran	  from	  1958	  through	  to	  1963.	  During	  the	  early	  
stages	  both	  unmanned	  and	  manned	  suborbital	  missions	  also	  took	  place.	  This	  also	  included	  the	  chimpanzee	  
Enos	  who	  became	  the	  first	  chimpanzee	  to	  be	  launched	  into	  orbit	  in	  1961.	  
137	  Glenn	  was	  the	  third	  human	  to	  orbit	  the	  Earth	  as	  Gherman	  Titov	  the	  Soviet	  cosmonaut	  became	  the	  
second	  human	  to	  orbit	  the	  Earth	  aboard	  Vostok	  2	  on	  6	  August,	  1961.	  
138	  The	  first	  American	  astronaut	  in	  space	  however	  was	  Alan	  Shepard,	  who	  only	  twenty-­‐three	  days	  after	  
Gagarin’s	  flight	  launched	  on	  their	  first	  manned	  suborbital	  flight	  Mercury-­‐Redstone	  3	  mission	  Freedom	  7	  
spacecraft	  on	  5	  May	  1961.	  Lasting	  15-­‐minutes	  the	  spacecraft	  reached	  an	  altitude	  of	  116.5	  miles	  (187.4	  
kilometres).	  	  
139	  I	  have	  not	  found	  any	  evidence	  to	  suggest	  that	  Russian	  cosmonauts	  took	  hand-­‐held	  cameras	  on	  board	  
their	  manned	  orbital	  flights	  before	  John	  Glenn.	  I	  have	  also	  not	  been	  able	  to	  find	  any	  evidence	  of	  imagery	  of	  
the	  view	  from	  space	  captured	  remotely	  by	  cameras	  on-­‐board	  Vostok	  1	  or	  2.	  Vostok	  1	  had	  a	  camera	  focused	  
on	  Gagarin’s	  face	  throughout	  the	  flight.	  The	  two	  manned	  suborbital	  flights	  launched	  by	  the	  United	  States	  
before	  Glenn’s	  orbital	  flight,	  Mercury-­‐Redstone	  3	  (Freedom	  7)	  and	  Mercury-­‐Redstone	  4	  (Liberty	  Bell	  7),	  had	  
on-­‐board	  cameras	  that	  captured	  images	  of	  the	  view	  from	  the	  spacecraft	  remotely.	  	  
140	  To	  be	  used	  in	  weightlessness	  and	  wearing	  spacesuit	  gloves.	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photographs	  of	  the	  Earth	  through	  the	  window	  of	  the	  spacecraft	  [fig.	  62].141	  According	  to	  
NASA	  not	  only	  was	  little	  expected	  of	  Glenn’s	  hand-­‐held	  camera	  photographs:	  
there	  was	  [also]	  serious	  concern	  that	  taking	  pictures	  of	  other	  nations	  from	  
orbit	  would	  be	  seen	  as	  an	  act	  of	  ill	  will	  and	  even	  one	  of	  war,	  as	  sovereign	  
and	  sensitive	  nations	  might	  resent	  having	  pictures	  taken	  from	  orbit	  
(Kitmacher,	  2010).	  
	  
This	  statement	  is	  surprising	  given	  that	  both	  the	  United	  States	  and	  the	  Soviet	  Union	  
began	  capturing	  spy	  satellite	  reconnaissance	  imagery	  in	  the	  later	  1950s.	  We	  can	  only	  
surmise	  that	  perhaps	  hand-­‐held	  photographs	  taken	  during	  orbital	  spaceflight	  at	  this	  
early	  stage	  was	  deemed	  to	  be	  ‘too	  public’	  in	  the	  face	  of	  world	  wide	  media	  coverage,	  
after	  all	  spy	  satellite	  reconnaissance	  imagery	  was	  classified;	  the	  distance	  from	  orbital	  
space	  deemed	  too	  great	  to	  produce	  detailed	  enough	  photographs,	  for	  as	  M.J.F	  Fowler	  
points	  out	  ‘low	  spatial	  resolution	  precluded	  the	  capture	  of	  man-­‐made	  features	  [and]	  the	  
inherent	  low	  resolution	  of	  the	  photographs	  still	  hampered	  their	  detailed	  interpretation’	  
(Fowler,	  2010:	  30),142	  or	  that	  photographs	  taken	  by	  humans	  would	  be	  subjective	  to	  
human	  framing	  as	  opposed	  to	  scientifically	  objective	  framing.	  Having	  never	  
experienced143	  the	  view	  of	  Earth	  from	  the	  perspective	  of	  orbital	  space,	  the	  ‘value’	  of	  
astronaut	  photography	  was	  yet	  to	  be	  discovered.	  However,	  after	  Glenn’s	  mission	  hand-­‐
held	  photography	  by	  astronauts	  and	  cosmonauts	  from	  their	  spacecrafts	  became	  
scheduled	  into	  spaceflight	  missions.	  Whilst	  specific	  official	  photographic	  parameters	  
were	  set,	  (for	  the	  purposes	  of	  scientific	  research),	  some	  ‘freedom’	  was	  also	  given	  to	  
photograph	  ‘targets	  of	  opportunity’.144	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
141	  The	  latter	  designs	  of	  the	  spacecraft	  had	  larger	  windows	  as	  opposed	  to	  two	  small	  portholes.	  The	  
astronauts	  had	  asked	  for	  this	  design	  modification	  in	  order	  to	  have	  a	  better	  view	  of	  the	  Earth,	  and	  for	  the	  
purposes	  of	  visual	  orientation.	  
142	  Though	  Fowler	  is	  here	  also	  referring	  to	  photographs	  taken	  during	  unmanned	  flights.	  
143	  That	  is	  as	  a	  human	  from	  that	  perspective.	  Images	  had	  already	  been	  obtained	  by	  unmanned	  spacecrafts	  
and	  satellites	  but	  a	  human	  had	  never	  ventured	  to	  the	  height	  of	  that	  perspective.	  	  
144	  Terminology	  given	  to	  unofficial	  photographic	  opportunities	  that	  the	  astronaut	  deemed	  of	  interest.	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  Fig.	  62:	  View	  of	  Earth	  taken	  by	  Astronaut	  John	  Glenn	  during	  his	  MA-­‐6	  spaceflight	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1.12	  	  	  ‘Why	  haven’t	  we	  seen	  a	  photograph	  of	  the	  whole	  Earth	  yet?’	  
In	  1966	  Stewart	  Brand145	  campaigned	  for	  NASA	  (and	  the	  Soviet	  Union)	  to	  release	  a	  
colour	  satellite	  photograph	  of	  the	  whole	  Earth.	  Brand	  believed	  that	  such	  an	  image	  
already	  existed	  and	  that	  its	  public	  release	  would	  put	  an	  end	  to	  Buckminster	  Fuller’s146	  
argument	  that	  humanity	  acted	  as	  if	  the	  Earth	  was	  flat	  and	  therefore	  did	  not	  treat	  Earth	  
as	  ecologically	  finite.147	  To	  this	  end	  Brand	  created	  a	  widely	  distributed148	  campaign	  
badge	  [fig.	  63]	  posing	  the	  question	  “Why	  haven’t	  we	  seen	  a	  photograph	  of	  the	  whole	  
Earth	  yet?”	  In	  response	  to	  Brand’s	  campaign	  NASA,	  realising	  that	  the	  release	  of	  a	  
photograph	  of	  the	  Earth	  from	  space	  would	  prove	  to	  be	  good	  public	  relations,	  instructed	  
the	  unmanned	  Lunar	  Orbiter	  1	  spacecraft149	  to	  make	  an	  unplanned	  manoeuvre	  and	  
capture	  a	  black	  and	  white	  image	  of	  the	  Earth.	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  63:	  Campaign	  badge,	  1966	  
Described	  at	  the	  time	  as	  the	  ‘picture	  of	  the	  century’,150	  the	  subsequent	  image	  	  
[fig.	  64]	  captured	  on	  16	  August	  1966	  was,	  and	  is,	  officially	  labelled	  the	  first	  image	  of	  the	  
Earth	  as	  viewed	  from	  space.151	  The	  image,	  with	  a	  quality	  reminiscent	  of	  a	  facsimile,152	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
145	  Writer	  and	  editor	  of	  the	  1960s	  influential	  counterculture	  publication	  Whole	  Earth	  Catalog.	  	  
146	  Buckminster	  Fuller	  (1895	  –	  1983),	  was	  an	  American	  architect	  and	  futurist.	  
147	  There	  was	  an	  equation	  here	  between	  a	  flat	  endless	  plain	  and	  objectified	  sphericity.	  
148	  Amongst	  scientists,	  senators,	  the	  general	  public,	  and	  sources	  in	  the	  Soviet	  Union.	  Brand’s	  campaign	  
rapidly	  gained	  notoriety	  and	  media	  publicity	  throughout	  the	  United	  States.	  
149	  Lunar	  Orbiter	  1’s	  mission	  was	  to	  map	  the	  lunar	  surface	  to	  enable	  selection	  of	  a	  suitable	  landing	  site	  for	  
the	  upcoming	  manned	  Apollo	  missions.	  	  
150	  It	  is	  unclear	  whether	  a	  newspaper	  headline	  or	  NASA	  first	  attributed	  this	  description.	  
151	  This	  was	  in	  fact	  not	  the	  first	  image	  of	  the	  Earth	  as	  viewed	  from	  space,	  a	  fact	  that	  was	  known	  by	  NASA	  at	  
the	  time.	  The	  Soviet	  Union’s	  Molniya	  1	  satellite	  had	  on	  30	  May	  1966,	  captured	  an	  image	  of	  the	  Earth.	  The	  
Lunar	  Orbiter	  1	  is	  however	  the	  first	  image	  of	  the	  Earth	  as	  seen	  from	  the	  vicinity	  of	  another	  planet.	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showed	  a	  partial	  view	  of	  the	  Earth	  rising	  over	  the	  Moon,	  thus	  providing	  a	  never	  before	  
seen	  visual	  perspective	  of	  Earth	  from	  the	  vicinity	  of	  another	  planet.	  Whilst	  this	  image	  
addressed	  Brand	  and	  Fuller’s	  concern	  that	  humanity	  acted	  as	  if	  the	  Earth	  was	  flat,	  and	  
reference	  to	  a	  ‘flat	  Earth’	  was	  made	  in	  the	  The	  Lunar	  Orbiter	  Bugle	  (1966)	  where	  a	  staff	  
announcement	  declared	  ‘Good	  show,	  team.	  It	  sure	  shoots	  down	  the	  “Flat	  Earth”	  
people!’	  (The	  Lunar	  Orbiter	  Bugle,	  1966),	  it	  failed	  to	  impact	  on	  issues	  of	  ecology	  and	  as	  
an	  iconic	  image	  in	  the	  public	  imagination.	  On	  the	  contrary,	  on	  first	  encountering	  this	  
image,	  it	  added	  to	  Martin	  Heidegger’s	  technological	  anxiety,	  declaring:	  
technology	  tears	  people	  away	  and	  uproots	  them	  from	  the	  earth	  more	  and	  
more.	  I	  don’t	  know	  if	  you	  are	  scared;	  I	  was	  certainly	  scared	  when	  I	  recently	  
saw	  the	  photographs	  of	  the	  earth	  taken	  from	  the	  moon.	  We	  don’t	  need	  an	  
atom	  bomb	  at	  all;	  the	  uprooting	  of	  human	  beings	  is	  already	  taking	  place.	  
We	  only	  have	  purely	  technological	  conditions	  left.	  It	  is	  no	  longer	  an	  earth	  
on	  which	  human	  beings	  live	  today	  (Heidegger,	  1966).	  
	  
Obviously	  Heidegger	  did	  not	  subscribe	  to	  Arendt’s	  (1958)	  assertion	  that	  when	  Sputnik-­‐1	  
was	  launched	  in	  1957	  the	  reaction	  from	  the	  American	  press	  (her	  implication	  being	  that	  
this	  was	  the	  ‘general’	  sentiment)	  was	  one	  of	  ‘relief	  about	  the	  first	  “step	  toward	  escape	  
from	  men’s	  imprisonment	  to	  the	  earth”’	  (Arendt,	  1958:	  1).	  Benjamin	  Lazier	  (2011:	  610)	  
writes	  that	  the	  images	  that	  Heidegger	  encountered	  were	  stark	  and	  vertiginous,	  thus	  
confounding:	  
one	  of	  the	  presuppositions	  of	  phenomenological	  analysis,	  that	  the	  body	  has	  
a	  customary	  orientation	  in	  space:	  up	  and	  down,	  front	  and	  back,	  above	  and	  
below,	  before	  and	  behind	  (Lazier,	  2011:	  610).	  
	  
It	  is	  not	  surprising,	  if	  Heidegger’s	  reaction	  is	  anything	  to	  go	  by,	  that	  NASA	  subsequently	  
re-­‐oriented	  the	  image	  to	  landscape	  format	  for	  all	  future	  publication	  [fig.	  65].	  The	  
standardised	  ‘view’	  subscribed	  to	  ordered	  spatiality	  as	  experienced	  by	  humans	  on	  Earth.	  
Not	  only	  is	  the	  Moon	  viewed	  and	  the	  Earth	  simultaneously	  mirrored	  imaginatively	  in	  
landscape	  rather	  than	  portraiture	  format	  but	  moonrise-­‐set	  and	  sunrise-­‐set	  are	  
experienced	  as	  the	  Moon	  and	  Sunrise	  and	  set	  on	  the	  horizon.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
152	  Exposed	  onto	  film,	  the	  image	  was	  mechanically	  processed,	  developed	  and	  scanned	  on	  board	  before	  
being	  transmitted	  back	  to	  Earth.	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Fig.	  65:	  Re-­‐oriented	  image	  taken	  by	  Lunar	  Orbiter	  1,	  1966	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On	  10	  November	  1967	  Brand’s	  ‘appeal’	  for	  a	  photograph	  (though	  it	  was	  to	  be	  an	  
image)153	  of	  the	  ‘whole’	  Earth	  was	  to	  be	  fulfilled.	  After	  a	  series	  of	  images	  captured	  by	  
ATS-­‐1154	  [fig.	  66],	  Lunar	  Orbiter	  V	  [fig.	  67],	  and	  DODGE155	  [fig.	  68],	  which	  encompassed	  
both	  partial	  and	  ‘whole’	  views	  of	  Earth,	  it	  was	  in	  actual	  fact	  the	  image	  captured	  by	  the	  
NASA	  ATS-­‐III	  geostationary	  satellite	  that	  is	  generally	  considered	  to	  be	  the	  first	  image	  
captured	  of	  the	  whole	  Earth	  from	  the	  perspective	  of	  space	  [fig.	  69].156	  	  
From	  a	  distance	  of	  22,300	  miles,	  the	  ATS-­‐III	  image	  was	  captured	  by	  a	  television	  quality	  
Multicolor	  Spin-­‐Scan	  Cloudcover	  Camera.157	  As	  the	  satellite	  rotated	  the	  camera	  scanned	  
the	  Earth	  line	  by	  line	  with	  the	  image	  created	  in	  twenty-­‐four	  minutes.	  The	  image	  was	  
officially	  classified	  as	  ‘Good	  Whole	  Earth	  -­‐	  image	  showing	  the	  earth	  fully	  illuminated	  by	  
the	  sun,	  without	  defects’.158	  With	  Brand	  finally	  in	  ‘possession’	  of	  ‘the’	  image,	  he	  used	  it	  	  
as	  the	  front	  cover	  of	  the	  very	  first	  issue	  of	  his	  influential	  American	  counterculture	  
publication	  the	  Whole	  Earth	  Catalog	  in	  the	  autumn	  of	  1968	  [fig.	  70].	  
	  With	  the	  beginnings	  of	  the	  catalogue	  initiated	  through	  Brand’s	  1966	  campaign	  
mentioned	  earlier,	  the	  Whole	  Earth	  Catalog’s	  ‘mission’	  was	  the	  development	  of	  
personal	  power	  ‘to	  conduct	  his	  own	  education,	  find	  his	  own	  inspiration,	  shape	  his	  own	  
environment,	  and	  share	  his	  adventure	  with	  whoever	  is	  interested’	  (Brand,	  1968),	  for	  ‘we	  
are	  as	  gods	  and	  might	  as	  well	  get	  used	  to	  it’	  (Brand,	  1968).	  It	  is	  also	  acknowledged	  that	  it	  




	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
153	  I	  am	  here	  making	  a	  distinction	  between	  images	  captured	  remotely	  through	  scan	  technology	  as	  opposed	  
to	  an	  analogue	  film	  photograph	  taken	  by	  human	  hand.	  
154	  ATS	  (Applications	  Technology	  Satellite)	  communication	  satellites.	  	  
155	  The	  United	  States	  Navy	  satellite	  DODGE	  (Department	  Of	  Defence	  Gravity	  Experiment)	  was	  not	  a	  NASA	  
mission.	  
156	  The	  reason	  for	  this	  seems	  to	  be	  based	  on	  the	  image	  ‘quality’	  of	  the	  view.	  The	  camera	  on	  ATS-­‐III	  also	  
produced	  the	  first	  colour	  film	  of	  the	  whole	  Earth.	  
157	  This	  was	  a	  more	  advanced	  version	  of	  the	  camera	  on	  ATS-­‐1	  that	  took	  fig.	  72.	  
158	  ‘Must	  be	  within	  35	  minutes	  of	  local	  noon,	  i.e.	  22:00	  Greenwich	  Mean	  Time,	  to	  be	  considered	  a	  Good	  
Whole	  Earth’.	  <http://library.ssec.wisc.edu/spinscan/index.php>.	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  Fig.	  66:	  ATS-­‐1,	  December	  11,	  1966	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  67:	  Lunar	  Orbiter	  V,	  August	  8,	  1967	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  68:	  DODGE,	  September	  20,	  1967	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  Fig.	  69:	  ATS-­‐III,	  November	  10,	  1967	  
	  
	  
	  	   	   	  	  	  	  	  	  	  	  Fig.	  70:	  Whole	  Earth	  Catalog,	  fall	  1968	  issue	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1.13	  	  	  The	  world	  as	  full	  globe	  	  
Despite	  the	  momentousness	  of	  the	  ATS-­‐III	  whole	  Earth	  image,	  it	  was	  to	  be	  surpassed	  in	  
the	  public	  consciousness	  and	  imagination	  soon	  after,	  by	  two	  photographs	  taken	  on	  
hand-­‐held	  cameras	  by	  astronauts	  in	  deep	  orbit.	  As	  opposed	  to	  the	  earlier	  images	  of	  the	  
‘nearly’	  or	  whole	  Earth	  captured	  from	  space	  by	  remote	  or	  automatically	  controlled	  
cameras	  mounted	  on	  unmanned	  spacecrafts	  and	  artificial	  satellites,	  these	  two	  
photographs	  popularly	  known	  as	  Earthrise	  (1968),	  and	  Blue	  Marble	  (1972),	  captured	  the	  
view	  of	  the	  Earth	  from	  space	  as	  witnessed	  by	  humans.	  Both	  photographs	  have	  
subsequently	  achieved	  iconic	  status	  (plus	  become	  ubiquitous),	  and	  come	  to	  define	  space	  
exploration,	  globalisation,	  and	  ecological	  awareness.	  The	  first	  of	  these	  two	  photographs,	  
labelled	  by	  NASA	  as	  photo	  AS08-­‐14-­‐2383,	  which	  has	  come	  to	  be	  known	  as	  Earthrise	  	  
[fig.	  71]	  was	  captured	  on	  24	  December	  1968,	  by	  the	  crew	  of	  the	  Apollo	  8	  mission.	  As	  the	  
first	  manned	  space	  mission	  to	  orbit	  the	  moon,	  this	  was	  the	  first	  time	  that	  the	  Earth,	  as	  a	  
whole	  planet,	  had	  been	  witnessed	  by	  humans.	  As	  Apollo	  8	  emerged	  from	  the	  far	  side	  of	  
the	  Moon	  on	  its	  fourth	  orbit,	  the	  rising	  Earth	  came	  into	  view	  through	  one	  of	  the	  
spacecraft	  windows.	  At	  which	  point	  the	  astronaut	  Frank	  Boorman	  exclaimed	  “Oh	  my	  
God!	  Look	  at	  that	  picture	  over	  there!	  Here's	  the	  Earth	  coming	  up.	  Wow,	  is	  that	  pretty”.	  
William	  Anders	  replied	  “Hey,	  don't	  take	  that	  [photograph],	  it's	  not	  scheduled”	  (Apollo	  8,	  
1968a).159	  Hurriedly,	  the	  crew	  took	  a	  series	  of	  hand-­‐held	  black	  and	  white,	  and	  colour	  
photographs,160	  with	  the	  subsequently	  iconic	  Earthrise	  photograph	  credited	  to	  Anders.	  	  
The	  Earth	  rising	  was	  a	  temporal	  event,	  a	  fraction	  of	  a	  second	  of	  which	  is	  visually	  
captured	  within	  this	  photographic	  still.	  The	  spatial	  perspective	  of	  this	  event	  –	  the	  Earth	  
rising	  in	  the	  background	  blackness	  of	  space,	  in	  relation	  to	  the	  Moon	  in	  the	  	  
foreground	  –	  forms	  the	  visual	  imagery.	  As	  such,	  the	  Earthrise	  photograph	  acts	  as	  a	  
documentation	  of	  this	  temporal	  event,	  as	  witnessed	  by	  the	  [human]	  crew	  of	  Apollo	  8,	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
159	  Capturing	  photographs	  of	  the	  Earth	  was	  not	  an	  official	  task	  of	  the	  Apollo	  8	  mission,	  but	  came	  under	  so	  
called	  ‘targets	  of	  opportunity’.	  The	  mission	  itself	  was	  for	  the	  purposes	  of	  identifying	  future	  lunar	  landing	  
sites.	  	  
160	  Taken	  on	  a	  70mm	  Hasselblad	  camera.	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  Fig.	  71:	  NASA	  Photo	  AS08-­‐14-­‐2383,	  (Earthrise),	  24	  December	  1968	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  Fig.	  72:	  NASA	  Photo	  AS08-­‐14-­‐2383,	  (Earthrise),	  24	  December	  1968	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  (popular	  orientation,	  with	  colour,	  and	  sharpness	  calibration)	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rather	  than	  by	  a	  satellite-­‐mounted	  camera.	  This	  assumes	  what	  Susan	  Sontag	  (1977)	  
argues	  is	  photography	  as	  encounter,	  that	  is,	  an	  ‘encounter	  between	  an	  event	  and	  a	  
photographer	  [in	  which]	  picture	  taking	  is	  an	  event	  in	  itself’	  (Sontag,	  1977:	  11).	  However	  
whilst	  Sontag	  attributes	  this	  notion	  of	  encounter	  to	  all	  photography	  (the	  act	  of	  taking	  a	  
photograph,	  and	  the	  photograph	  itself	  being	  a	  result	  of	  this	  encounter),	  the	  Earthrise	  
photographic	  still,	  as	  it	  exists	  in	  the	  public	  imagination,	  cannot	  be	  separated	  from,	  and	  is	  
imaginatively	  entrenched	  within,	  a	  further	  temporal	  event	  which	  took	  place	  later	  that	  
day,	  and	  is	  not	  visually	  ‘captured’	  in	  the	  photographic	  still:	  the	  famous	  Christmas	  Eve	  
live	  television	  broadcast	  message	  to	  ‘Earth’	  by	  the	  crew	  of	  Apollo	  8.	  Transmitted	  to	  what	  
was	  at	  the	  time	  the	  largest	  ever	  television	  audience,	  as	  they	  beamed	  back	  images	  of	  the	  
Moon	  and	  the	  Earth	  during	  Lunar	  sunrise,	  the	  astronauts	  took	  it	  in	  turns	  to	  recite	  verses	  
from	  the	  Book	  of	  Genesis.161	  As	  an	  account	  of	  God’s	  creation	  of	  the	  earth,	  their	  
‘message’	  began:	  	  
In	  the	  beginning	  God	  created	  the	  heaven	  and	  the	  earth.	  
And	  the	  earth	  was	  without	  form,	  and	  void;	  and	  darkness	  was	  upon	  the	  face	  
of	  the	  deep.	  
	  
[Ending	  with:]	  
And	  God	  called	  the	  dry	  land	  Earth;	  and	  the	  gathering	  together	  of	  the	  waters	  
called	  he	  Seas:	  and	  God	  saw	  that	  it	  was	  good	  (Apollo	  8,	  1968b).	  
	  
The	  live	  television	  broadcast	  posited	  (and	  reinforced)	  God	  (of	  all	  creation	  and	  
knowledge)	  as	  the	  centrifugal	  ‘all-­‐seer’	  from	  afar,	  of	  the	  Earth	  as	  globe,	  thus	  linking	  once	  
again,	  the	  spectre	  of	  the	  all-­‐powerful	  Divine	  Eye	  looking	  down	  upon	  the	  Earth,	  inherent	  
in	  the	  historicity	  of	  visualising	  and	  materialising	  the	  terrestrial	  globe.	  
Days	  later	  the	  Earthrise	  photograph	  was	  released	  and	  widely	  syndicated	  amongst	  
international	  media	  and	  print	  outlets;	  appearing	  as	  the	  Spring	  1969	  cover	  of	  the	  Whole	  
Earth	  Catalog	  (it	  was	  Brand	  who	  rotated	  the	  original	  photograph,	  which	  has	  since	  been	  
officially	  oriented	  this	  way	  [fig.	  72];	  as	  a	  United	  States	  postage	  stamp	  (1969)	  featuring	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
161	  The	  Book	  of	  Genesis	  is	  the	  first	  book	  of	  the	  Old	  Testament.	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the	  words	  ‘In	  the	  beginning	  God…’	  and	  distributed	  as	  a	  gift	  to	  world	  leaders	  by	  the	  
United	  States	  President	  Lyndon	  Johnson,	  thus	  further	  reinforcing	  a	  colonial	  and	  
‘nationalistic	  claim’	  over	  space,	  the	  Moon	  and	  Earth	  (Helmreich,	  2011).	  
The	  ‘epiphany’	  of	  this	  photograph	  as	  one	  of	  the	  most	  ‘profound’	  in	  history	  (The	  White	  
House,	  1998),	  claimed	  Al	  Gore	  using	  divine	  terminology	  in	  his	  1998	  White	  House	  Press	  
Release	  for	  the	  launch	  of	  the	  Triana	  Program,	  cannot	  be	  separated	  from	  the	  temporal	  
event	  of	  the	  live	  television	  broadcast	  on	  Christmas	  Eve	  1968.	  Whilst	  the	  broadcast	  
occurred	  outside	  of,	  and	  hence	  not	  visually	  ‘present’	  in,	  the	  photographic	  still,	  its’	  
transmitted	  ‘message’	  is	  historically	  and	  culturally	  bound	  in	  the	  photograph’s	  
imaginative	  representation.	  	  
Whilst	  the	  Blue	  Marble	  ‘whole	  Earth’	  photograph	  [fig.	  73],	  labelled	  by	  NASA	  as	  photo	  
AS17-­‐148-­‐22727,	  captured	  on	  7	  December	  1972,162	  by	  the	  crew	  of	  Apollo	  17,	  on	  a	  hand-­‐
held	  camera,163	  in	  itself	  cannot	  be	  denied	  to	  be,	  as	  Sontag	  claims,	  a	  [temporal]	  
encounter	  between	  an	  event	  and	  the	  photographer,	  in	  this	  instance,	  the	  whole	  Earth	  
imaged	  in	  the	  photographic	  still,	  is,	  without	  a	  sense	  of	  spatial	  perspective,164	  posited	  as	  
an	  object.	  By	  this,	  I	  do	  not	  mean	  object	  in	  the	  sense	  of	  materiality	  of	  the	  photograph	  as	  
paper	  print	  (as	  Sontag	  would	  suggest),	  but	  in	  the	  single	  whole	  entity	  of	  the	  visuality	  of	  
Earth	  as	  globe,	  transposed	  into	  a	  two	  dimensional	  representation	  of	  an	  object;	  for	  as	  J.	  
Y.	  Garb	  (1985:	  24)	  writes,	  the	  Earth	  is	  here	  reduced	  to	  ‘an	  object	  that	  is	  of	  graspable	  size	  
and	  complete	  visual	  accessibility’	  (Garb,	  1985:	  24).165	  The	  encounter	  of	  this	  photograph	  
is	  the	  ‘capture’,	  hence	  symbolic	  appropriation,	  of	  the	  terrestrial	  globe	  as	  object.	  The	  
(visual)	  ‘capture’	  of	  the	  photographic	  act	  is	  inherently	  imperial,	  for	  it	  commodifies	  the	  
imagined	  possession	  represented	  in	  the	  resulting	  photographic	  image.	  	  
Whereas	  Earthrise	  was	  a	  temporal	  spatio-­‐relational	  photographic	  encounter,	  within	  
which	  the	  photographer[s]	  bore	  human	  witness	  to	  the	  (Earth	  rise)	  event,	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
162	  Captured	  at	  5:39	  a.m.	  EST	  at	  a	  distance	  of	  28,000	  miles	  
163	  70mm	  Hasselblad	  camera.	  
164	  By	  this	  I	  mean	  traditional	  visual	  perspective	  not	  spatial	  as	  in	  ‘outer	  space’.	  
165	  The	  Earth	  as	  a	  visual	  and	  spatial	  metaphor	  can	  now	  be	  grasped	  in	  the	  hand	  through	  the	  iPhone	  screen	  
globe	  wallpaper.	  	  



















Fig.	  74:	  NASA	  Photo	  AS17-­‐148-­‐22727	  (Blue	  Marble),	  7	  December	  1972	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the	  Blue	  Marble	  was	  a	  single	  focused	  encounter	  as,	  and	  of,	  the	  whole	  Earth	  as	  a	  
witnessed	  (Apollo	  17,	  1972),166	  and	  thus	  appropriated	  object.	  This	  can	  be	  further	  
evidenced	  in	  the	  subsequent	  manipulation	  of	  the	  photographic	  images	  themselves	  for	  
‘official’	  public	  consumption.	  Whilst	  the	  Earthrise	  photograph	  was	  originally	  re-­‐oriented	  
by	  Brand	  for	  the	  Spring	  1969	  issue	  of	  the	  Whole	  Earth	  Catalog	  cover	  (the	  colour,	  and	  
sharpness	  calibrated	  by	  NASA),	  the	  Blue	  Marble	  photograph	  (with	  attendant	  colour	  and	  
sharpness	  calibration),	  was	  cropped,	  with	  the	  whole	  Earth	  re-­‐oriented	  by	  NASA	  to	  
conform	  to	  ‘accepted’	  modes	  of	  geopolitical	  representation	  [fig.	  74],167	  before	  and	  for,	  
its	  launch	  into	  the	  public	  arena.	  The	  image	  of	  the	  whole	  Earth	  as	  an	  entity,	  was	  placed	  
centrally	  within	  the	  photographic	  frame,	  thus	  re-­‐enforcing	  a	  singular	  ‘object’	  of	  focus	  
between	  the	  viewer	  (of	  all	  knowledge)	  and	  its	  distanciated	  object	  of	  contemplation,	  
which	  Tim	  Ingold	  writes,	  is	  hence	  ‘detached	  from	  the	  domain	  of	  lived	  experience’	  
(Ingold,	  2000:	  210).	  
	  
1.14	  	  	  The	  view	  beyond	  the	  Blue	  Marble	  
Acknowledged	  as	  the	  most	  widely	  distributed	  photograph	  in	  history,168	  the	  1972	  Blue	  
Marble	  analogue	  photograph,	  and	  the	  digital	  composites	  produced	  since,169	  continue	  in	  
the	  21st	  Century,	  to	  be	  reproduced	  globally.	  From	  posters	  and	  book	  covers	  through	  to	  
Apple	  Mac	  computer	  screen	  wallpaper,	  and	  the	  default	  screensaver	  image	  on	  the	  Apple	  
iPhone	  and	  iPod,	  there	  persists	  a	  proliferation	  in	  the	  use	  of	  the	  image	  of	  the	  Earth	  globe	  
as	  symbol.170	  Yet	  the	  Blue	  Marble	  photograph171	  from	  1972	  is	  the	  last	  time	  that	  a	  human	  
being	  has	  viewed,	  or	  encountered,	  as	  Sontag	  (1977)	  would	  say,	  the	  Earth	  from	  that	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
166	  The	  Apollo	  17	  (1972)	  on	  board	  transcript	  reveals	  at	  004:59:05	  “Cernan:	  Bob,	  I	  know	  -­‐	  I	  know	  we're	  not	  
the	  first	  to	  discover	  this	  -­‐	  but	  we'd	  like	  to	  confirm,	  from	  the	  crew	  of	  America,	  that	  the	  world	  is	  round”.	  
167	  In	  the	  original	  photograph	  the	  South	  Pole	  was	  positioned	  ‘north’.	  
168	  Whilst	  NASA	  retains	  copyright	  of	  this	  image	  they	  allow	  the	  widespread	  reproduction	  of	  the	  image.	  
169	  These	  are	  called	  the	  Next	  Generation,	  and	  have	  been	  captured	  by	  advanced	  satellite	  imaging	  technology.	  
170	  In	  the	  networked	  ‘world’,	  metaphorically	  and	  literally	  (through	  the	  image),	  have	  the	  ‘world’	  in	  the	  form	  
of	  the	  terrestrial	  globe	  at	  your	  fingertips,	  or	  in	  the	  palm	  of	  your	  hand.	  	  
171	  Discussed	  earlier	  in	  this	  chapter.	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perspective.	  It	  was	  not	  until	  14	  February	  1990	  when	  the	  NASA	  Voyager	  1	  probe172	  
captured	  the	  Family	  Portrait173	  of	  the	  solar	  system	  that	  an	  image	  of	  a	  whole	  Earth	  globe	  
was	  to	  be	  pictured	  again.	  Captured	  from	  a	  distance	  of	  four	  billion	  miles,	  the	  60	  frame	  
photographic	  digital	  mosaic	  featured	  the	  planets	  Neptune,	  Uranus,	  Saturn,	  Venus,	  and	  
Jupiter,	  with	  the	  Earth	  only	  a	  10th	  of	  a	  pixel	  in	  size.	  It	  was	  however	  the	  image	  of	  the	  
Earth	  featured	  in	  this	  mosaic	  portrait	  that	  captured	  the	  public	  imagination.	  Nicknamed	  
The	  Pale	  Blue	  Dot	  by	  the	  astronomer	  Carl	  Sagan,174	  this	  ‘close	  up’	  image	  of	  the	  Earth	  	  
[fig.	  75],	  is	  viewed	  from	  an	  entirely	  new	  spatial	  perspective,	  that	  of	  an	  extraterrestrial.	  
Imaged	  remotely	  by	  the	  camera	  equipment	  on	  Voyager	  1,	  this	  view	  of	  the	  Earth,	  a	  pale	  
blue	  dot	  in	  the	  vast	  blackness	  of	  space,	  is	  that	  as	  witnessed	  from	  the	  location	  of	  the	  
outer	  solar	  system	  where	  no	  human	  has	  been;	  this	  view	  is	  literally	  witnessed	  (through	  
imaging	  technology)	  from	  an	  out-­‐of-­‐body	  experience.	  It	  was	  acknowledged	  at	  the	  time	  
that	  there	  was	  no	  scientific	  justification	  for	  Voyager	  1	  to	  capture	  the	  Family	  Portrait	  
mosaic.	  However,	  as	  a	  member	  of	  the	  Voyager	  team	  Carolyn	  Porco	  explained,	  as	  
Voyager	  1	  was	  going	  to	  be	  in	  a	  location	  that	  no	  other	  spacecraft	  had	  been	  before	  
equipped	  with	  the	  technology	  possible	  for	  the	  capturing	  of	  this	  image,	  they	  thought	  
“this	  would	  be	  a	  riveting	  collection	  of	  images…a	  first”	  (Porco).	  With	  the	  command	  
approved,	  the	  controls	  of	  Voyager	  1	  were	  ‘overtaken	  by	  an	  urgent	  message	  from	  Earth’,	  
(Sagan,	  1994)	  and	  its	  cameras	  were	  turned	  back	  to	  look	  towards	  the	  solar	  system	  to	  
capture	  the	  60	  frame	  digital	  mosaic.175	  It	  was	  not	  until	  2006	  that	  the	  unmanned	  Cassini	  
probe	  captured	  the	  second	  photographic	  mosaic	  from	  the	  outer	  solar	  system	  in	  which	  
the	  Earth	  was	  926	  million	  miles	  away.176	  The	  image	  of	  the	  Earth	  in	  this	  mosaic	  was	  
nicknamed	  the	  Pale	  Blue	  Orb.	  On	  19	  July	  2013	  the	  Cassini	  probe	  captured	  a	  third	  digital	  
mosaic	  from	  the	  outer	  solar	  system	  in	  which	  the	  Earth	  featured.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
172	  A	  space	  probe	  is	  an	  unmanned	  spacecraft	  sent	  to	  space	  to	  carry	  out	  scientific	  exploration.	  Voyager	  1	  was	  
launched	  by	  NASA	  on	  5	  September	  1977.	  On	  12	  September,	  2013	  it	  was	  announced	  that	  Voyager	  1	  had	  on	  
25	  August,	  2012	  left	  the	  Solar	  System	  and	  entered	  interstellar	  space,	  the	  first	  manmade	  object	  to	  have	  done	  
so.	  	  
173	  Name	  given	  to	  the	  60	  frame	  photographic	  digital	  mosaic	  of	  the	  solar	  system	  captured	  by	  Voyager	  1.	  
174	  Carl	  Sagan	  requested	  that	  Voyager	  1	  take	  this	  photograph.	  	  
175	  On	  25	  August	  2012,	  Voyager	  1	  left	  the	  solar	  system	  and	  entered	  interstellar	  space.	  
176	  No	  probe	  had	  ventured	  this	  far	  into	  the	  outer	  solar	  system	  since	  Voyager	  1.	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Fig.	  75:	  Image	  PIA00452:	  Solar	  System	  Portrait	  -­‐	  Earth	  as	  Pale	  Blue	  Dot.	  Light	  rays	  are	  reflections	  of	  sunlight	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  off	  the	  Voyager	  1	  spacecraft,	  1990	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Unlike	  the	  Voyager	  1	  Family	  Portrait	  of	  1990,	  the	  agenda	  behind	  the	  Cassini	  images	  of	  
2006	  and	  2013	  was	  for	  the	  purpose	  of	  scientific	  research	  on	  the	  rings	  of	  Saturn	  and	  their	  
change	  over	  time.	  For	  the	  2013	  digital	  mosaic,	  NASA	  ran	  a	  media	  campaign	  advertising	  
the	  very	  day	  that	  the	  Cassini	  cameras	  were	  to	  capture	  these	  images,	  naming	  the	  day,	  19	  
July,	  2013,	  as	  The	  Day	  The	  Earth	  Smiled.	  Through	  their	  social	  media	  campaign	  titled	  
‘Wave	  at	  Saturn’,	  NASA	  released	  data	  on	  the	  location	  in	  the	  sky	  of	  the	  planet	  Saturn177	  
and	  the	  exact	  timing	  for	  locations	  around	  the	  globe	  of	  when	  the	  Cassini	  cameras	  would	  
be	  capturing	  the	  images	  (UK	  time	  10.27pm	  for	  15	  minutes).	  Thus	  encouraging	  the	  
world’s	  ‘population’	  to	  wave	  at	  Saturn	  at	  the	  precise	  time	  that	  the	  images	  were	  being	  
taken,	  resulting	  in	  what	  NASA	  has	  called,	  a	  mass	  photographic	  portrait	  of	  the	  globe’s	  
population.178	  With	  the	  Cassini	  probe’s	  cameras	  at	  a	  distant	  vantage	  point	  of	  898.414	  
million	  miles	  from	  the	  Earth,	  in	  this	  most	  recent	  33-­‐frame	  mosaic	  image	  [fig.	  76],	  the	  
Earth	  appears	  again	  as	  an	  illuminated	  dot.179	  	  
The	  images	  of	  the	  Earth	  globe	  captured	  remotely	  in	  1990,	  2006,	  and	  2013,	  have,	  and	  
continue	  to	  perform,	  a	  distinct	  function	  to	  The	  Blue	  Marble	  photograph	  taken	  by	  the	  
crew	  of	  Apollo	  17	  in	  1972.	  The	  Blue	  Marble180	  was	  the	  view	  of	  the	  Earth	  as	  	  ‘whole’	  globe	  
as	  witnessed	  by	  a	  human	  from	  a	  physical	  human	  perspective	  in	  space,	  albeit	  a	  privileged	  
one.	  Despite	  the	  reframing	  and	  technical	  enhancements	  of	  the	  Blue	  Marble,181	  this	  
analogue	  photograph	  bears	  witness182	  to	  an	  encounter	  between	  a	  human	  being	  and	  this	  
view/object.	  The	  Earth	  as	  globe	  in	  this	  photograph	  is	  seen	  in	  isolation	  from	  other	  
planets,	  only	  a	  small	  area	  of	  outer	  space	  is	  featured	  surrounding	  it,	  providing	  no	  spatial	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
177	  Beyond	  which	  the	  Cassini	  probe	  would	  be	  taking	  the	  images	  aiming	  at	  Saturn	  with	  Earth	  featuring	  within	  
the	  frame	  beyond	  Saturn.	  
178	  NASA	  also	  encouraged	  social	  media	  users	  to	  upload	  images	  onto	  the	  Wave	  at	  Saturn	  Facebook	  page	  of	  
people	  waving	  at	  Saturn	  at	  the	  time	  that	  the	  Cassini	  probe	  was	  capturing	  the	  digital	  mosaic	  images.	  It	  is	  
however	  important	  to	  note	  that	  this	  ‘population’	  does	  not	  include	  those	  that	  are	  technologically	  
disenfranchised.	  
179	  This	  an	  early	  released	  image	  by	  NASA	  of	  a	  frame	  of	  the	  mosaic	  featuring	  a	  section	  of	  Saturn’s	  rings	  below	  
which	  on	  the	  right	  hand	  side	  of	  the	  image	  can	  be	  seen	  the	  Earth	  as	  a	  small	  dot	  amidst	  the	  vastness	  of	  the	  
solar	  system.	  	  
180	  It	  is	  crucial	  to	  note	  that	  what	  is	  being	  discussed	  here	  is	  the	  ‘original’	  Blue	  Marble	  hand	  held	  analogue	  
photograph	  taken	  by	  the	  crew	  of	  Apollo	  17	  in	  1972.	  The	  subsequent	  Blue	  Marble	  composite	  images	  are	  also	  
not	  a	  view	  of	  the	  Earth	  Globe	  as	  seen	  by	  humans.	  
181	  Discussed	  earlier	  in	  this	  chapter.	  
182	  The	  concept	  of	  witness	  within	  photography	  is	  well	  entrenched	  in	  the	  history	  of	  photography	  and	  is	  
discussed	  earlier	  in	  this	  chapter.	  




Fig.	  76:	  Image	  PIA17171.	  Partial	  view	  of	  Saturn’s	  rings	  with	  the	  Earth.	  Part	  of	  digital	  mosaic	  captured	  by	  the	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relation	  to	  the	  vastness	  of	  space	  itself	  or	  the	  Earth	  globe’s	  location	  within	  it.	  The	  
distance	  is	  such,	  between	  the	  camera	  and	  the	  Earth,	  that	  the	  detail	  of	  the	  clouds,	  sea,	  
and	  land	  inscribed	  on	  the	  Earth’s	  surface	  draw	  the	  viewer’s	  eye	  and	  focus	  the	  viewers’	  
mind	  on	  to	  the	  Earth	  as	  object.	  However	  Voyager	  1s	  The	  Pale	  Blue	  Dot	  (1990),	  and	  
Cassini’s	  Blue	  Orb	  (2006)	  and	  the	  most	  recent	  image	  from	  July	  2013,	  provide	  a	  visual	  
perspective	  of	  Earth	  as	  a	  mere	  fraction	  of	  a	  planet	  spatially	  located	  within	  a	  vast	  
universal	  expanse.	  The	  remotely	  captured	  images	  provide	  information	  data	  of	  visual	  
perspectives	  that	  can	  only	  be	  witnessed	  by	  something	  or	  someone	  ‘out	  of	  this	  world’.	  In	  
these	  images	  temporal	  spatiality	  is	  imploded,	  for	  the	  time	  and	  distance	  to	  attain	  this	  
perspective	  would	  take	  human	  years.	  Cassini	  Imaging	  Team	  Leader	  Dr	  Carolyn	  Porco183	  
believes	  that	  it	  is	  indeed	  perspective	  that	  is:	  
[the]	  greatest,	  most	  profound	  legacy	  of	  the	  quest	  we	  have	  undertaken	  to	  
understand	  our	  origins….that	  crystalline,	  uncorrupted	  view	  of	  our	  cosmic	  
place	  that	  erodes	  all	  delusion	  and	  confronts	  us	  with	  a	  powerful	  recognition	  
of	  ourselves	  (Porco,	  2013).	  
	  
Sagan	  believes	  that	  seeing	  the	  Earth	  globe	  as	  a	  ‘mere	  point	  in	  the	  vast	  cosmos’	  (Sagan,	  
1994),	  as	  known	  since	  antiquity	  but	  never	  actually	  ‘seen’,	  thereby	  ‘not	  proven’	  as	  such,	  
reveals	  to	  ‘ourselves	  our	  true	  circumstance	  and	  condition’	  (Sagan,	  1994).	  Indeed	  writing	  
about	  The	  Pale	  Blue	  Dot	  image	  Sagan	  urges	  us	  to	  ‘consider	  again	  that	  dot.	  That's	  here.	  
That's	  home.	  That's	  us’	  (Sagan,	  1994),	  thus	  providing	  an	  answer	  to	  the	  primeval	  






	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
183	  Was	  also	  part	  of	  the	  Imaging	  Team	  for	  Voyager	  1.	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1.15	  	  	  Watching	  them	  watching	  us	  
The	  day	  before	  he	  landed	  back	  on	  Earth	  on	  14	  May	  2013,	  after	  having	  spent	  the	  
previous	  five	  months	  on	  board	  the	  International	  Space	  Station	  (ISS)184	  orbiting	  the	  Earth	  
[fig.	  77],	  the	  Canadian	  astronaut,	  Commander	  Chris	  Hadfield,	  released	  a	  music	  video	  he	  
recorded	  on	  board	  the	  ISS185	  of	  David	  Bowie’s	  1969	  classic	  song	  Space	  Oddity.	  Originally	  
recorded	  at	  the	  height	  of	  the	  Space	  Race,	  the	  title	  of	  Bowie’s	  Space	  Oddity	  was	  a	  play	  on	  
Space	  Odyssey,	  Stanley	  Kubrick’s	  1968	  film	  2001:	  A	  Space	  Odyssey.	  	  
The	  song	  lyrics	  centred	  on	  Major	  Tom,	  a	  fictional	  astronaut	  who,	  on	  a	  failed	  mission,	  is	  
cast	  adrift	  of	  his	  space	  capsule.	  Released	  in	  the	  UK	  to	  coincide	  with	  the	  first	  manned	  
Moon	  landing	  by	  Apollo	  11	  in	  1969,	  the	  track	  was	  used	  at	  the	  time	  by	  the	  BBC	  as	  the	  
background	  music	  for	  their	  coverage	  of	  the	  Moon	  landing.	  Unsurprisingly	  Hadfield’s	  
vocal	  and	  guitar	  version	  of	  Space	  Oddity	  had	  revised	  lyrics.	  The	  video	  [fig.	  78],	  with	  
views	  of	  the	  inside	  and	  the	  outside	  of	  the	  ISS,	  went	  viral	  with	  mass	  exposure	  throughout	  
international	  media	  outlets.186	  Currently	  it	  stands	  at	  just	  under	  sixteen	  million187	  views	  on	  
YouTube.	  Whilst	  Hadfield’s	  popularity	  soared	  further	  through	  this	  exposure	  on	  global	  
prime	  time	  news	  broadcasts,	  he	  had	  already	  proved	  to	  be	  a	  sensation	  on	  the	  social	  
media	  network	  platforms	  of	  Twitter	  and	  Facebook	  since	  his	  arrival	  on	  board	  the	  ISS	  five	  
months	  earlier.	  As	  the	  first	  astronaut	  to	  tweet	  from	  space,	  by	  the	  time	  of	  the	  release	  of	  
the	  music	  video,	  Hadfield	  had	  already	  built	  up	  a	  following	  of	  over	  800,000	  twitter	  users.	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
184	  The	  International	  Space	  Station	  is	  a	  manned	  satellite	  that	  orbits	  the	  Earth.	  With	  its	  first	  component	  
launched	  in	  1998,	  it	  has	  been	  continuously	  occupied	  since	  the	  year	  2000.	  As	  a	  joint	  project	  between	  NASA	  
(National	  Aeronautics	  and	  Space	  Administration,	  USA),	  Russian	  federal	  Space	  Agency,	  JAXA	  (Japan	  
Aerospace	  Exploration	  Agency),	  ESA	  (European	  Space	  Agency),	  and	  CSA	  (Canadian	  Space	  Agency),	  the	  ISS	  
orbits	  the	  Earth	  between	  217.47	  and	  248.5	  miles	  above	  the	  surface,	  travels	  at	  17500mph	  and	  orbits	  the	  
Earth	  every	  90	  minutes,	  16	  times	  a	  day.	  
185	  The	  International	  Space	  Station	  is	  commonly	  abbreviated	  to	  ISS.	  
186	  For	  a	  discussion	  of	  intellectual	  property	  issues	  in	  space	  see	  Fleishman,	  G.	  (2013).	  How	  does	  copyright	  
work	  in	  space?	  The	  Economist,	  22	  May.	  <http://www.economist.com/blogs/economist-­‐
explains/2013/05/economist-­‐explains-­‐12	  >	  (Accessed	  25	  February	  2014).	  	  
187	  The	  exact	  number	  of	  views	  by	  June	  14	  2013	  was	  15,946,476.	  Although	  the	  video	  could	  be	  watched	  on	  
<http://www.youtube.com/watch?v=KaOC9danxNo>	  the	  one	  year	  copyright	  license	  agreement	  expired	  on	  
14	  May,	  2014	  and	  was	  therefore	  no	  longer	  available	  to	  view	  from	  that	  date.	  As	  of	  20	  May,	  2014,	  
negotiations	  are	  taking	  place	  to	  extend	  the	  copyright	  license.	  Although	  Davie	  Bowie	  is	  supportive	  of	  
Hadfield	  the	  copyright	  is	  owned	  and	  controlled	  by	  Richmond	  Organization.	  











	  	  	  	  	  	  	  Fig.	  78:	  ‘Space	  Oddity’	  video	  still,	  2013	  
	  
	  








	   	  
	  	  	  	  	  	  	  	  	  	  Fig.	  80:	  ‘Photographing	  Earth	  –	  in	  the	  Cupola	  with	  the	  big	  lens.’	  January	  8,	  2013	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Throughout	  the	  five	  months	  he	  spent	  on	  board	  the	  ISS,	  his	  ‘followers’	  were	  treated	  to	  
daily	  updates	  of	  educational	  experiment	  videos	  carried	  out	  on	  board	  the	  ISS,	  and	  
hundreds	  of	  photographic	  images	  taken	  by	  Hadfield	  of	  views	  of	  the	  Earth’s	  surface	  
captured	  through	  the	  Cupola	  of	  the	  spacecraft	  [figs.	  79-­‐80].	  His	  photographs	  of	  the	  
Earth	  proved	  a	  sensation	  on	  social	  media.	  They	  ranged	  from	  partial	  views	  of	  the	  
curvature	  of	  the	  Earth,188	  on	  occasion	  with	  cloud	  coverage,	  and	  the	  moon,	  to	  mostly	  
close	  up	  views	  of	  the	  Earth’s	  surface,	  highlighting	  patterns	  and	  vivid	  colours	  [figs.	  81-­‐88]	  
and	  [89-­‐96].	  Sometimes	  adding	  the	  geographic	  location	  of	  the	  imaged	  terrain,	  Hadfield	  
mostly	  enframed	  his	  images	  with	  personal	  observations:	  
Jackson	  Pollock	  would	  have	  been	  even	  further	  inspired	  by	  seeing	  the	  
outback	  from	  orbit.	  	  
	  
Like	  the	  sand	  is	  being	  sprayed	  with	  icing	  sugar.	  South	  coast	  of	  Pakistan.	  	  
Guanaja:	  An	  island	  shaped	  like	  a	  conch	  shell.	  Perfect!	  	  
	  
Sometimes	  Mother	  Nature	  uses	  a	  protractor,	  like	  here	  in	  New	  Zealand’s	  
South	  Island.189	  
	  
Unlike	  the	  Blue	  Marble	  photograph	  in	  which	  the	  whole	  Earth	  was	  enframed,	  and	  ‘exists’	  
as	  an	  ideological	  object,	  these	  photographic	  images	  enact	  a	  highly	  aestheticised	  





	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
188	  The	  ISS	  is	  not	  at	  a	  height	  whereby	  a	  visual	  perspective	  of	  the	  whole	  Earth	  globe	  can	  be	  attained.	  
189	  All	  descriptions	  quoted	  from	  Hadfield’s	  facebook	  updates	  on	  the	  photographic	  images.	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  Figs.	  81-­‐88:	  Hadfield’s	  photographic	  images	  of	  the	  Earth’s	  surface	  from	  the	  ISS,	  2013	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  Figs.	  89-­‐96:	  Hadfield’s	  photographic	  images	  of	  the	  Earth’s	  surface	  from	  the	  ISS,	  2013	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As	  the	  ISS	  orbits	  the	  globe,	  it	  can	  be	  easily	  spotted	  in	  the	  night	  sky	  from	  Earth	  with	  the	  
naked	  eye.190	  As	  the	  sun’s	  rays	  reflect	  light	  on	  the	  spacecraft,	  the	  ISS	  takes	  on	  the	  
appearance	  of	  a	  very	  bright	  star	  as	  it	  moves	  across	  the	  sky	  at	  a	  steady	  pace.	  The	  ability	  
to	  see	  an	  artificial	  man-­‐made	  spacecraft	  traversing	  across	  the	  night	  sky	  is	  not	  a	  recent	  or	  
unique	  occurrence;	  Sputnik-­‐1	  was	  visible	  in	  1957.	  Other	  orbiting	  spacecrafts	  have	  also	  
been	  visible,	  and	  at	  any	  given	  time,	  numerous	  artificial	  satellites	  orbiting	  the	  Earth	  can	  
be	  fleetingly	  observed	  with	  the	  naked	  eye.	  However	  the	  recent	  popularisation	  of	  science	  
(as	  entertainment)	  television	  programmes,	  for	  example	  the	  BBC	  Two	  series	  Wonders	  of	  
the	  Solar	  System	  (2010),	  Wonders	  of	  the	  Universe	  (2011),	  and	  Stargazing	  Live	  (2011-­‐),	  all	  
fronted	  by	  Professor	  Brian	  Cox,	  and	  Hadfield’s	  popular	  standing	  on	  Social	  Media,	  has	  
augmented	  the	  popularity	  of	  sky	  watching	  beyond	  the	  dedicated	  amateur	  astronomer.	  
The	  clear	  visibility	  of	  the	  ISS	  has	  led	  people	  to	  ‘gaze	  upwards’	  at	  specific	  times	  and	  in	  
specific	  directions,	  to	  watch	  the	  space	  capsule	  as	  it	  orbits	  the	  Earth.	  With	  live	  NASA	  
tracking	  of	  the	  ISS	  available	  online191	  and	  details	  of	  passes	  over	  the	  UK	  made	  readily	  
available	  online	  at	  the	  Meteorwatch	  website,192	  a	  curious	  reciprocal	  perspective	  
(Dunnett,	  2012)	  in	  the	  viewing	  of	  manned	  and	  unmanned	  spacecrafts	  and	  artificial	  
satellites	  in	  orbit,	  is	  now	  occurring.	  Whereas	  the	  human	  longing	  has	  always	  been	  (and	  
still	  is)	  to	  ‘look	  down’	  to	  gain	  an	  entire	  ‘picture’	  of	  the	  terrestrial	  globe	  from	  the	  
perspective	  of	  space,	  a	  ‘gaze	  upwards’	  towards	  the	  sky	  is	  being	  enabled	  whereby	  we	  are	  
‘watching	  them	  watching	  us’.	  The	  ‘gaze	  up’	  to	  the	  orbiting	  object	  of	  authoritative	  power	  
mirrors	  the	  authoritative	  power	  of	  the	  ‘gaze	  down’.	  This	  is	  an	  act	  of	  visuality	  carried	  out	  
in	  the	  context	  of	  immediate	  earth-­‐bound	  locality,	  that	  is,	  enframed	  by	  the	  street,	  
garden,	  building,	  house	  roof,	  TV	  aerial,	  etc,	  that	  Oliver	  Dunnett	  (2012)	  terms	  a	  ‘domestic	  
gaze’	  (Dunnett,	  2012).193	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
190	  Dependant	  on	  clear	  skies	  with	  no	  cloud	  cover.	  	  
191	  Available	  on:	  <http://spaceflight.nasa.gov/realdata/tracking/>.	  As	  of	  30	  April	  2014,	  NASA	  installed	  four	  
external	  cameras	  on	  the	  ISS	  as	  part	  of	  their	  High	  Definition	  Earth	  Viewing	  (HDEV)	  experiment.	  The	  cameras	  
stream	  live	  footage	  of	  the	  Earth	  during	  the	  ISS	  orbits.	  The	  experiment	  is	  expected	  to	  remain	  operational	  
until	  October	  2015.	  The	  live	  stream	  is	  available	  to	  view	  on:	  	  <http://www.ustream.tv/channel/iss-­‐hdev-­‐
payload>.	  
192	  <http://www.meteorwatch.org>.	  	  
193	  Dunnet	  applies	  this	  term	  to	  images	  taken	  from	  street	  level	  showing	  Sputnik-­‐1	  in	  orbit.	  	  
	   117	  
From	  June	  2013	  to	  December	  2013	  the	  real-­‐time	  tracking	  of	  the	  ISS	  provided	  on	  the	  
Meteorwatch	  website194	  enabled	  me	  to	  keep	  a	  visual	  track	  of	  the	  ISS	  (over	  a	  period	  of	  
three	  to	  four	  weeks	  at	  a	  time)	  as	  it	  orbited	  above	  the	  UK	  (and	  Europe)	  every	  six	  to	  eight	  
weeks	  [fig.97].195	  A	  series	  of	  digital	  photographic	  images	  captured	  throughout	  this	  time	  
(see	  photographic	  inserts	  at	  the	  end	  of	  this	  chapter),	  trace	  the	  trajectory	  of	  the	  ISS	  in	  
the	  night	  sky	  above,	  as	  it	  orbited	  the	  various	  geographic	  sites	  I	  was	  located	  in	  at	  the	  
time:	  Leyton	  (London),	  Stratford-­‐upon-­‐Avon	  (Warwickshire),	  La	  Herradura	  (Granada,	  
Spain).	  	  
Using	  a	  Nikon	  D7000	  digital	  single	  lens	  reflex	  camera	  with	  18-­‐105mm	  lens,	  remote	  
control	  trigger,	  and	  tripod,	  the	  series	  of	  images	  captured	  our	  earth	  bound	  view	  of	  the	  
orbiting	  ISS	  from	  the	  night	  perspective	  of	  the	  street,	  the	  garden,	  the	  terrace,	  and	  
through	  house	  windows.	  Timing	  and	  visually	  locating	  the	  exact	  approach	  of	  the	  ISS	  
(mostly	  from	  the	  West	  towards	  the	  East)	  and	  angle	  of	  altitude	  (overhead,	  low,	  or	  
medium	  pass)	  and	  framing	  the	  camera	  viewfinder,	  required	  having	  to	  spatially	  
manoeuvre	  (with	  the	  equipment)	  through	  these	  sites	  at	  very	  quick	  speeds.	  This	  	  
entailed	  negotiating	  deserted	  streets,	  and	  pitch-­‐black	  residential	  gardens	  late	  at	  night	  
and	  early	  morning.	  	  
The	  images,	  varying	  between	  perspectival	  and	  close	  up	  views,	  were	  created	  through	  
long	  exposures	  of	  between	  10	  and	  30	  seconds	  duration,	  thus	  rendering	  and	  enabling	  the	  
visualisation	  of	  the	  ISS	  in	  the	  images	  from	  a	  bright	  light	  to	  a	  white	  trail	  tracing	  the	  
trajectory	  of	  the	  space	  capsule’s	  orbit	  across	  the	  night	  sky	  above.	  Whilst	  some	  of	  the	  
resultant	  final	  images	  in	  the	  series	  created	  consist	  of	  one	  single	  long	  exposure,	  the	  
majority	  are	  composed	  through	  the	  ‘stacking’	  of	  between	  two	  and	  six	  separate	  long	  
exposure	  images.	  This	  composition	  is	  achieved	  through	  digital	  imaging	  post-­‐production	  
using	  Adobe	  Photoshop	  computer	  software.	  The	  process	  consists	  of	  overlaying	  a	  series	  
of	  sequential	  still	  images,	  making	  each	  layer	  lighter’,	  to	  achieve	  one	  single	  image.	  This	  is	  
the	  digital	  equivalent	  of	  analogue	  ‘in-­‐camera’	  or	  chemical	  darkroom	  photographic	  
enlarger	  film-­‐negative	  multiple	  exposure.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
194	  Meteorwatch	  website,	  op.	  cit.	  
195	  At	  the	  time	  of	  writing	  the	  ISS	  still	  continues	  to	  orbit	  in	  this	  pattern.	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  Fig.	  97:	  Details	  of	  ISS	  pass	  over	  the	  UK	  throughout	  June	  2013	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The	  resultant	  image	  series	  enact	  as	  documents	  of	  temporality;	  the	  ISS	  on	  its	  Earth	  
orbiting	  trajectory	  at	  a	  speed	  of	  17,100	  mph;	  negotiating	  urban	  space	  at	  night	  time	  as	  
the	  encounter	  of	  event	  in	  photography	  (Sontag	  1977);	  the	  single	  still	  image	  enframing	  
within,	  and	  composed	  of,	  static	  multiple	  sequential	  long	  exposures.	  The	  images	  visualise	  
through	  the	  temporal,	  the	  camera	  technology,	  and	  digital	  process,	  what	  is	  not	  visible	  to	  
the	  human	  eye;	  the	  trajectory	  and	  movement	  of	  the	  ISS	  evidenced	  as	  a	  linear	  trace	  (in	  
some	  of	  the	  images	  this	  also	  applies	  to	  stars	  and	  aeroplanes).	  
This	  series	  of	  images	  posits	  the	  environmental	  night	  sky	  with	  the	  manufactured;	  star	  
constellations,	  clouds,	  trees,	  the	  street,	  buildings,	  lighting,	  cars,	  and	  ultimately	  the	  
transposition	  of	  human	  habitation	  into	  space	  in	  the	  form	  of	  the	  ISS	  as	  a	  man-­‐made	  
human	  environment.	  Peter	  Sloterdijk	  (2008)	  argues	  that	  space	  travel,	  as	  exemplified	  by	  
the	  ISS,	  has	  allowed	  for	  a	  ‘technical	  transcendence	  created	  by	  the	  terrestrials	  
themselves’	  (Sloterdijk,	  2008:	  96)	  to	  take	  place	  whereby	  ‘observation	  from	  above’	  
(Sloterdijk,	  2008:	  96)	  has	  been	  transferred	  from	  the	  divine	  (Divine	  Eye,	  ‘all-­‐seer’	  of	  all	  
knowledge),	  to	  ‘technical	  systems	  (observation	  satellites)	  and	  natural	  intelligences	  
(people	  on	  board	  space	  stations)’	  (Sloterdijk,	  2008:	  96);	  hence	  the	  powerful	  political	  
nations	  as	  exemplified	  through	  the	  orbiting	  satellite	  (as	  object),	  and	  by	  the	  technological	  
achievements	  of	  space	  technology.	  However,	  whereby	  with	  the	  religious	  model	  of	  the	  
symbolic	  Divine	  Eye	  there	  is/was	  a	  ‘belief’	  of	  being	  watched,	  with	  these	  technological	  
observational	  systems,	  and	  as	  Sloterdijk	  calls	  it,	  natural	  intelligences,	  we,	  as	  in	  current	  
society,	  ‘know’,	  as	  evidenced	  through	  the	  photographic	  images	  tracing	  the	  orbiting	  




























Fig.	  98:	  CCTV	  cameras,	  Aldgate,	  east	  London,	  2010	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2.1	  	  	  Eye	  in	  the	  sky	  
In	  the	  four	  minutes	  that	  it	  used	  to	  take	  me	  to	  walk	  from	  my	  front	  door	  in	  St	  Mark	  Street	  
to	  Aldgate	  tube	  station	  in	  east	  London,	  12	  closed-­‐circuit	  television	  (CCTV)	  surveillance	  
cameras	  recorded	  between	  them	  every	  step	  of	  my	  journey	  [fig.	  98].	  The	  estimated	  4.9	  
million	  CCTV	  cameras	  installed	  on	  the	  streets	  of	  the	  UK	  today,196	  that	  is	  an	  average	  of	  
one	  camera	  for	  every	  11	  to	  14	  people,	  more	  per	  citizen	  than	  in	  any	  other	  country,	  
account	  for	  20	  per	  cent	  of	  the	  world’s	  total.	  Walking	  in	  the	  streets	  of	  the	  UK	  my	  image	  
can	  potentially	  be	  captured	  on	  surveillance	  cameras	  up	  to	  300	  times	  in	  a	  single	  day.	  	  
At	  the	  present	  time	  technologically	  mediated	  camera	  surveillance	  in	  civil	  	  
society	  –	  installed	  at	  fixed	  elevation	  in	  both	  public,	  and	  privately	  owned	  publicly	  
accessible	  spaces	  –	  is	  pervasive	  and	  ubiquitous,	  so	  much	  so,	  that	  as	  far	  back	  as	  August	  
2004,	  the	  Information	  Commissioner	  Richard	  Thomas,	  empowered	  by	  Parliament	  to	  act	  
as	  a	  watchdog	  on	  the	  use	  of	  personal	  data,	  warned	  against	  the	  possibility	  of	  the	  UK	  
sleepwalking	  into	  a	  ‘surveillance	  society’	  (Ford,	  2004).	  At	  the	  time	  of	  writing	  ten	  years	  
later	  in	  2014,	  this	  is	  no	  longer	  a	  ‘possibility’	  but	  a	  reality.	  Whilst	  in	  this	  text	  I	  am	  
specifically	  referring	  to	  CCTV,	  the	  most	  publicly	  ‘visible’	  form	  of	  surveillance	  ‘security’	  
that	  Q.S.	  Serafijn	  writes,	  ‘seems	  increasingly	  linked	  to	  visibility	  and	  being	  out	  in	  public’	  
(Serafijn,	  2004:	  145),	  there	  has,	  to	  this	  date,	  been	  an	  unprecedented	  rise	  in	  surveillance	  
and	  its	  technologies	  per	  se	  through	  social	  and	  consumer	  data	  acquisition,	  online	  digital	  
flows,	  and	  most	  recently	  drones,	  to	  name	  but	  a	  few.197	  The	  2009	  House	  of	  Lords	  report	  
Surveillance:	  Citizens	  and	  the	  State	  states	  that	  ‘the	  expansion	  of	  the	  use	  of	  surveillance	  
represents	  one	  of	  the	  most	  significant	  changes	  in	  the	  life	  of	  the	  nation	  since	  the	  end	  of	  
the	  Second	  World	  War’,	  with	  surveillance	  exerting	  a	  ‘powerful	  influence	  over	  the	  
relationship	  between	  individuals	  and	  the	  state,	  and	  between	  individuals	  themselves’	  
(HOUSE	  OF	  LORDS,	  2009:	  5).	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
196	  There	  exists	  no	  precise	  data	  due	  to	  the	  added	  implementation	  of	  cameras	  from	  the	  private	  sector.	  In	  
2013	  the	  British	  Security	  Industry	  Authority	  (BSIA)	  estimated	  that	  there	  were	  between	  4.9	  million	  and	  5.9	  
million	  CCTV	  cameras	  in	  the	  UK.	  See	  Barrett,	  D.	  (2013)	  One	  surveillance	  camera	  for	  every	  11	  people	  in	  
Britain,	  says	  CCTV	  survey.	  The	  Telegraph,	  10	  July.	  <http://www.telegraph.co.uk/technology/10172298/One-­‐
surveillance-­‐camera-­‐for-­‐every-­‐11-­‐people-­‐in-­‐Britain-­‐says-­‐CCTV-­‐survey.html>	  (Accessed	  1	  March,	  2014).	  
197	  For	  further	  discussion	  on	  the	  ubiquity	  of	  contemporary	  surveillance	  see:	  Bauman,	  Z.	  and	  Lyon,	  D.	  (2013).	  
Liquid	  surveillance:	  a	  conversation.	  Cambridge:	  Polity	  Press.	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While	  a	  camera	  surveillance	  system	  was	  originally	  developed	  by	  the	  German	  military	  in	  
1942	  to	  observe	  remotely	  the	  launch	  of	  their	  V-­‐2	  ballistic	  missile,	  (as	  noted	  in	  Chapter	  
One,	  these	  were	  the	  same	  missiles	  that	  were	  commandeered	  by	  the	  United	  States	  
military	  after	  World	  War	  II	  and	  used	  to	  develop	  their	  Space	  Programme),	  the	  activity	  of	  
surveillance	  is	  in	  itself	  not	  a	  modern	  phenomenon.	  As	  David	  Lyon	  notes,	  ‘since	  time	  
immemorial,	  people	  have	  “watched	  over”	  others	  to	  check	  what	  they	  are	  up	  to,	  to	  
monitor	  their	  progress,	  to	  organize	  them	  or	  to	  care	  for	  them’	  (Lyon,	  1994:	  22).198	  
However,	  as	  Lyon	  continues:	  
systematic	  surveillance	  [that	  is,	  surveillance	  on	  a	  broad	  scale]	  came	  with	  
the	  growth	  of	  military	  organization,	  industrial	  towns	  and	  cities,	  government	  
administration,	  and	  the	  capitalistic	  business	  enterprise	  within	  European	  
nation-­‐states.	  It	  was	  and	  is	  a	  means	  of	  power	  (Lyon,	  1994:	  24).	  
	  
It	  is	  modern	  society	  itself,	  claims	  Michel	  Foucault	  (1975)	  that	  is	  a	  disciplinary	  society,	  in	  
which	  techniques	  and	  strategies	  of	  power	  are	  always	  present	  (as	  espoused	  through	  
surveillance),	  and,	  Foucault	  writes,	  ‘knowledge	  follows	  the	  advances	  of	  power’	  
(Foucault,	  1975:	  204).	  CCTV	  however,	  is	  merely	  the	  most	  visible	  form	  of	  contemporary	  
surveillance,	  and	  as	  Astrit	  Schmidt-­‐Burkhardt	  writes,	  ‘the	  phantasm	  of	  omnipresence	  of	  
the	  divine	  eye,	  evoked	  by	  the	  Christian	  conception	  of	  life,	  is	  well	  preserved	  in	  the	  
modern	  police	  state’	  (Schmidt-­‐Burkhardt,	  2002:	  31);	  the	  camera	  acts	  as	  ‘symbolic	  
function	  of	  surveillance	  of	  the	  divine	  eye’,	  where	  CCTV	  takes	  ‘over	  the	  almighty	  function	  
of	  control	  as	  a	  kind	  of	  public	  retina…[and]	  the	  watchful	  eye	  of	  God	  [...]	  returns	  as	  the	  
immortalized	  view	  offered	  to	  us	  by	  the	  camera’	  (Schmidt-­‐Burkhardt,	  2002:	  31).	  
CCTV	  network	  systems	  closely	  echo	  the	  principle	  of	  Jeremy	  Bentham’s199	  eighteenth-­‐
century	  Panopticon.	  It	  is	  here,	  Lyon	  observes,	  that	  the	  ‘Panopticon	  inspector	  is	  a	  parody	  
of	  God;	  the	  inspector’s	  vision,	  a	  play	  on	  omniscience	  or	  omniperception’	  (Lyon,	  1994:	  
205).	  Bentham’s	  plan	  for	  a	  new	  type	  of	  prison,	  which	  he	  called	  a	  Panopticon	  (Greek	  for	  
all-­‐seeing)	  or	  ‘inspection	  house’,	  consisted	  of	  a	  cylindrical	  building	  with	  the	  cells	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
198	  Lyon	  notes	  as	  past	  examples	  of	  sureveillance	  the	  population	  records	  of	  the	  ancient	  Egyptians,	  the	  
records	  in	  the	  Book	  of	  Numbers	  (the	  fourth	  book	  of	  the	  Hebrew	  Bible),	  and	  the	  Domesday	  Book.	  
199	  Jeremy	  Bentham	  (1748-­‐1832)	  was	  an	  English	  philosopher	  and	  jurist.	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(encompassing	  windows	  overlooking	  the	  outside	  and	  the	  inside),	  arranged	  circularly	  
around	  a	  central	  observation	  tower	  (with	  a	  window	  overlooking	  the	  inside),	  from	  which	  
one	  single	  authority	  could	  keep	  the	  prisoners	  under	  constant	  observation;	  this	  was	  
‘seeing’	  as	  knowledge.	  In	  the	  cells,	  Foucault	  writes,	  ‘one	  is	  totally	  seen,	  without	  ever	  
seeing;	  in	  the	  central	  tower,	  one	  sees	  everything	  without	  ever	  being	  seen’	  (Foucault,	  
1975:	  202).	  Bentham	  himself	  claimed:	  
the	  more	  constantly	  the	  persons	  to	  be	  inspected	  are	  under	  the	  eyes	  of	  the	  
persons	  who	  should	  inspect	  them,	  the	  more	  perfectly	  will	  the	  purpose	  X	  of	  
the	  establishment	  have	  been	  attained.	  Ideal	  perfection,	  if	  that	  were	  the	  
object,	  would	  require	  that	  each	  person	  should	  actually	  be	  in	  the	  
predicament,	  during	  every	  instant	  of	  time.	  This	  being	  impossible,	  the	  next	  
thing	  to	  be	  wished	  for	  is,	  that,	  at	  every	  instant,	  seeing	  reason	  to	  believe	  as	  
much,	  and	  not	  being	  able	  to	  satisfy	  himself	  to	  the	  contrary,	  he	  should	  
conceive	  himself	  to	  be	  so	  (Bentham,	  1787:	  4).	  
	  
This	  concept	  of	  the	  panopticon	  provided	  imprisonment	  aimed	  at	  behavioural	  self-­‐
control,	  what	  Lyon	  calls	  ‘moral	  architecture’	  (Bauman	  and	  Lyon,	  2013:	  11),	  for	  as	  
Foucault	  points	  out:	  	  
Bentham	  laid	  down	  the	  principle	  that	  power	  should	  be	  visible	  and	  
unverifiable.	  Visible:	  the	  inmate	  will	  constantly	  have	  before	  his	  eyes	  the	  tall	  
outline	  of	  the	  central	  tower	  from	  which	  he	  is	  spied	  upon.	  Unverifiable:	  the	  
inmate	  must	  never	  know	  whether	  he	  is	  being	  looked	  at,	  at	  any	  one	  
moment;	  but	  he	  must	  be	  sure	  that	  he	  may	  always	  be	  so	  (Foucault,	  1975:	  
201).	  
	  
The	  knowledge	  of	  being	  subjected	  to	  ‘conscious	  and	  permanent	  [one-­‐way]	  visibility’	  
(Foucault,	  1975:	  201),	  or	  observation,	  institutes	  in	  the	  object	  being	  observed,	  Foucault	  
continues:	  
[a]	  responsibility	  for	  the	  constraints	  of	  power;	  he	  makes	  them	  play	  
spontaneously	  upon	  himself;	  he	  inscribes	  in	  himself	  the	  power	  relation	  in	  
which	  he	  simultaneously	  plays	  both	  the	  roles;	  he	  becomes	  the	  principle	  of	  
his	  own	  subjection	  (Foucault,	  1975:	  202).	  
	  
It	  is	  this	  enactment	  of	  preventative	  surveillance	  through	  the	  gaze,	  which	  is	  the	  
purposeful	  essence	  of	  CCTV	  technology.	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Although	  the	  police	  in	  the	  UK	  pioneered	  experiments	  with	  surveillance	  camera	  
technology	  as	  far	  back	  as	  the	  1960s,	  its	  implementation	  did	  not	  become	  widespread	  
until	  the	  1990s.	  During	  this	  decade	  78	  per	  cent	  of	  the	  Home	  Office’s	  entire	  crime-­‐
prevention	  budget	  was	  spent	  on	  installing	  CCTV	  surveillance	  systems	  in	  outdoor	  public	  
spaces.	  In	  1992	  ten	  local	  authorities	  in	  the	  UK	  were	  chosen	  to	  pioneer	  a	  street-­‐based,	  
that	  is,	  ‘public	  space’,	  CCTV	  network.	  Though	  this	  in	  itself	  raises	  the	  question	  of	  the	  
control	  over	  public	  space	  and	  its	  users,	  and	  if	  indeed	  there	  exists,	  or	  has	  ever	  existed,	  a	  
space	  that	  is	  ‘public’	  (of	  the	  citizen),	  for	  the	  very	  notion	  of	  ‘public’	  would	  deem	  that	  it	  is	  
truly	  free	  without	  a	  controlling	  and	  overseeing	  authority.200	  	  
Newcastle	  upon	  Tyne	  was	  one	  of	  the	  ten	  local	  authorities	  chosen	  to	  pioneer	  a	  public	  
space	  CCTV	  network.	  My	  television	  broadcast	  project	  SEARCH,	  (1993),	  was	  recorded	  on	  
the	  16-­‐camera	  surveillance	  system	  that	  had	  been	  installed	  in	  1992	  throughout	  the	  
commercial	  centre	  of	  the	  city	  by	  Northumbria	  Police	  and	  the	  City	  Council	  in	  partnership	  
with	  local	  businesses.	  At	  the	  time,	  it	  was	  the	  most	  technologically	  advanced	  system	  in	  
Europe.201	  	  
The	  effects	  of	  long-­‐term	  socio-­‐economic	  deprivation	  was	  evident	  in	  cities	  like	  Newcastle	  
upon	  Tyne,	  in	  particular	  the	  West	  End	  area	  which	  bordered	  the	  city	  centre.	  Violent	  
crime	  was	  rife	  in	  the	  city	  centre	  at	  the	  time,	  a	  heavy	  drinking	  culture	  coupled	  with	  
nightly	  ram	  raids	  and	  broad	  daylight	  break-­‐ins	  of	  jewellers	  and	  banks/building	  societies	  
were	  grabbing	  the	  media	  headlines.	  Between	  1990	  and	  1998	  I	  lived	  above	  a	  jewellery	  
shop	  in	  the	  city	  centre	  of	  Newcastle	  upon	  Tyne	  and	  it	  was	  a	  regular	  occurrence	  during	  
broad	  daylight	  for	  sledgehammer	  wielding	  gangs	  to	  smash	  and	  grab	  stock	  from	  their	  
window	  display.	  This	  however	  continued	  to	  be	  the	  case	  after	  the	  implementation	  of	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
200	  For	  an	  in	  depth	  reading	  of	  the	  concept	  of	  ‘public’	  and	  ‘public	  sphere’	  see:	  Habermas,	  J.	  (1962)	  The	  
structural	  transformation	  of	  the	  public	  sphere:	  an	  enquiry	  into	  a	  category	  of	  bourgeois	  society.	  (Translated	  
from	  German	  by	  Thomas	  Burger	  with	  the	  assistance	  of	  Frederick	  Lawrence).	  Reprint,	  Cambridge,	  UK:	  Polity	  
Press,	  2014.	  	  	  
201	  To	  view	  the	  video	  compilation	  of	  this	  project	  as	  well	  as	  the	  Adelaide	  version	  	  
see:	  <http:	  www.patnaldi.co.uk/Search.html>.	  As	  the	  most	  advanced	  system	  in	  Europe	  at	  the	  time,	  the	  
Adelaide	  Police	  Authority	  in	  Australia	  researched,	  visited	  and	  based	  their	  own	  city	  centre	  CCTV	  system,	  
installed	  in	  1996,	  on	  the	  Newcastle	  model.	  Although	  differences	  abound:	  the	  technology	  had	  advanced	  
hence	  the	  Adelaide	  system	  recording	  in	  colour,	  and	  as	  a	  grid	  city	  layout	  the	  location	  of	  the	  cameras	  
positioned	  in	  a	  linear	  fashion	  along	  two	  continuous	  streets.	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public	  CCTV	  network	  as	  the	  16-­‐camera	  scopal	  ‘coverage’	  did	  not	  extend	  to,	  or	  cover	  the	  
entire	  city	  centre,	  thus	  leaving	  ‘gaps’	  of	  vision.	  The	  recording	  of	  SEARCH	  itself	  with	  the	  
city	  centre	  CCTV	  system	  in	  1993,	  had	  to	  be	  undertaken	  twice,	  as	  during	  the	  first	  ‘take’	  in	  
mid	  morning,	  an	  armed	  robbery	  took	  place	  at	  a	  local	  building	  society.	  As	  a	  consequence	  
the	  CCTV	  cameras202	  and	  the	  Police	  camera	  controllers’	  focus	  of	  attention	  were	  	  
re-­‐directed	  towards	  the	  surrounding	  area	  where	  that	  crime	  was	  taking	  place.	  	  
The	  CCTV	  cameras	  would,	  as	  standard	  practice	  (as	  the	  CCTV	  system	  was	  partly	  financed	  
by	  local	  businesses),	  be	  angled	  towards	  (these)	  business	  premises	  for	  ‘protection’	  during	  
working	  hours;	  at	  night	  they	  were	  redirected	  to	  monitor	  the	  entrances	  and	  exits	  of	  busy	  
pubs	  and	  clubs.	  The	  positioning	  of,	  and	  recording	  by	  the	  cameras	  actively	  displaced	  (as	  
opposed	  to	  prevented)	  crime	  from	  taking	  place	  within	  the	  scope	  under	  visual	  
surveillance,	  to	  the	  surrounding	  camera-­‐free	  streets.	  	  
The	  1993	  James	  Bulger	  murder	  case	  in	  Bootle,	  Merseyside,	  where	  the	  abduction	  of	  a	  
three-­‐year	  old	  boy	  was	  famously	  ‘captured’	  on	  the	  CCTV	  system	  of	  a	  shopping	  centre,203	  
popularised	  and	  extended	  the	  development	  of	  CCTV	  systems	  nationwide	  from	  the	  
privatised	  commercial	  networks	  in	  privately	  owned	  but	  publicly	  accessible	  spaces	  of	  
shopping	  centres,	  through	  to	  state	  run	  CCTV	  systems	  installed	  in	  the	  open	  public	  spaces	  
of	  towns	  and	  cities.	  
The	  proliferation	  of	  public	  space	  CCTV	  systems	  throughout	  the	  1990s	  cannot	  be	  
disassociated	  from	  the	  socio-­‐economic	  situation	  of	  the	  UK	  at	  the	  time.	  After	  years	  of	  the	  
Margaret	  Thatcher	  led	  Conservative	  Government	  and	  its	  effects,	  the	  1990s	  was	  a	  time	  
of	  a	  particular	  urban	  regeneration	  policy	  enacted	  through	  the	  competitive	  bidding	  for	  
funding	  for	  regeneration	  projects	  on	  a	  value	  for	  money	  basis.	  Such	  schemes	  were	  City	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
202	  The	  Police	  control	  room	  set	  up	  of	  the	  CCTV	  system	  consisted	  of	  two	  central	  monitors	  showing	  the	  view	  
from	  two	  of	  the	  sixteen	  cameras	  at	  any	  one	  time.	  The	  movement	  and	  zoom	  features	  of	  these	  two	  
interchangeable	  cameras	  could	  be	  controlled	  and	  their	  footage	  was	  recorded	  as	  singular	  real-­‐time	  VHS.	  The	  
view	  from	  the	  other	  fourteen	  cameras	  appeared	  as	  split-­‐screens	  on	  two	  other	  monitors.	  This	  VHS	  footage	  
was	  recorded	  as	  a	  layered	  time-­‐lapse	  format,	  that	  is,	  one	  still	  image	  from	  each	  camera	  recorded	  
simultaneously	  appeared	  on	  the	  VHS	  sequentially.	  	  
203	  The	  CCTV	  images	  of	  James	  Bulger	  being	  led	  away	  by	  his	  captors,	  pointed	  to	  a	  further	  issue	  pertaining	  to	  
the	  capture	  of	  CCTV	  images	  as	  ‘evidence’.	  It	  was	  only	  through	  the	  ‘proof’	  provided	  by	  these	  images	  that	  it	  
could	  be	  ‘believed’	  that	  Bulger’s	  abductors	  (and	  murderers)	  had	  been	  children	  themselves	  (two	  ten-­‐year	  old	  
boys).	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Challenge,	  through	  which	  some	  town	  and	  city	  centre	  CCTV	  systems	  were	  funded204	  (and	  
its	  replacement	  the	  Single	  Regeneration	  Budget),	  where	  bidding	  could	  only	  be	  
undertaken	  by	  three-­‐way	  partnership	  structures	  between	  the	  local	  authorities,	  business	  
sectors	  and	  communities.	  The	  expansion	  of	  CCTV	  was	  ingrained	  into	  the	  very	  fabric	  of	  
urban	  regeneration	  (and	  continues	  to	  be	  so),	  with	  the	  added	  propagation	  of	  privately	  
owned	  and	  controlled	  spaces	  for	  public	  use.	  In	  this	  climate	  there	  were	  few	  dissenting	  
voices	  against	  the	  proliferate	  implementation	  of	  state	  controlled	  CCTV	  in	  the	  streets	  of	  
cities	  and	  towns,	  and	  simultaneously	  in	  private	  gated	  communities	  and	  commercial	  
enterprises	  like	  shopping	  complexes.	  This	  implementation	  of	  CCTV	  networks	  throughout	  
the	  UK	  continued	  to	  rise	  under	  the	  auspices	  of	  the	  subsequent	  New	  Labour	  
Government.	  The	  lack	  of	  dissent	  by	  pressure	  groups	  and	  the	  public	  alike	  at	  the	  time,	  
allowed	  for	  the	  Police	  Authorities,	  who	  at	  first	  wanted	  to	  be	  ‘seen’	  to	  be	  transparent	  
about	  these	  surveillant	  network	  systems,	  to	  surreptitiously	  take	  on	  a	  more	  prominent	  
and	  ultimately	  authoritative	  role.	  The	  Police	  Authorities’	  initial	  ‘transparency’	  (in	  this	  
case	  that	  of	  Northumbria	  Police)	  is	  the	  reason	  why	  the	  project	  SEARCH	  was	  able	  to	  take	  
place.	  
At	  present	  the	  UK	  ‘leads	  the	  world’	  in	  the	  expansion	  and	  use	  of	  CCTV	  monitoring	  of	  its	  
citizens.	  Supporters	  of	  the	  system	  claim	  that	  CCTV	  is	  ‘very	  popular	  with	  law-­‐abiding	  
members	  of	  the	  public	  who	  see	  it	  as	  preventative	  and	  feel	  much	  safer’	  (HOUSE	  OF	  
LORDS,	  2009:	  93).	  Yet	  statistics	  are	  unable	  to	  prove	  conclusively	  the	  value	  of	  CCTV	  in	  the	  
prevention	  of	  crime.	  The	  nature	  of	  the	  CCTV	  technology	  itself	  is	  one	  of	  replay	  and	  
reconstruction,	  the	  gaze	  of	  the	  camera	  is	  distantiated	  and	  unable	  to	  intervene	  in	  acts	  of	  
crime,	  the	  lack	  of	  intervention,	  is,	  Foucault	  claims,	  what	  gives	  the	  panoptic	  schema	  its	  
strength,	  the	  ‘exercise	  of	  power’,	  for	  it	  gives	  ‘power	  of	  mind	  over	  mind’	  (Foucault,	  1975:	  
206).	  Through	  its	  very	  act	  of	  voyeuristic	  gaze,	  this	  surveillance	  institutes	  mastery	  within	  
its	  scope	  over	  the	  image	  captured.	  This	  ‘image’	  is	  legally	  classed	  as	  ‘public’,	  that	  is,	  for	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
204	  Another	  funding	  stream	  was	  through	  the	  Safer	  Cities	  Initiative	  which	  ran	  from	  1988	  through	  to	  1995.	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use	  by	  the	  CCTV	  controlling	  authorities	  (state	  or	  private)	  that	  are	  legally	  entitled	  to	  
disclose	  these	  images	  to	  third	  parties	  of	  their	  choice.205	  	  
The	  effect	  of	  CCTV	  networks	  on	  citizens	  is	  pernicious	  in	  its	  psychological	  method	  of	  
control	  based	  on	  sociologically	  and	  politically	  motivated	  constructed	  anxieties	  of	  
personal	  security	  and	  insecurity.	  Today’s	  ‘security’	  David	  Lyon	  (2013:	  101)	  observes,	  
‘generates	  forms	  of	  insecurity	  […]	  felt	  keenly	  by	  the	  very	  people	  that	  security	  measures	  
are	  supposed	  to	  protect’	  (Bauman	  and	  Lyon,	  2013:	  101).206	  A	  growing	  focus	  on	  ‘security	  
or	  insecurity’	  Harm	  Tilman	  writes,	  which	  ‘coincides	  with	  the	  transition	  from	  a	  
disciplinary	  society	  [as	  Foucault	  claims]	  into	  a	  society	  of	  control’	  (Tilman,	  2004:	  89),	  with	  
a	  premise	  Zygmunt	  Bauman	  claims,	  ‘to	  be	  protected	  from	  the	  dangers	  and	  from	  being	  
cast	  into	  the	  class	  of	  a	  danger’	  (Bauman	  and	  Lyon,	  2013:	  104).	  CCTV	  institutes	  a	  ‘moral’	  
regulation	  (Bianchini	  1990:	  6),	  an	  imposition	  of	  social	  norms,	  at	  the	  exclusion	  of	  ‘others’	  
and	  ‘difference’	  within	  public,	  and	  privately	  owned	  public	  spaces;	  a	  public	  ‘”shared	  
space”’,	  as	  Nina	  Power	  claims,	  that	  is	  now	  a	  ‘utopian	  fantasy’,	  for	  it	  is	  one	  in	  which	  
‘”Public	  order”	  has	  come	  to	  replace	  ideas	  of	  the	  public	  sphere,	  public	  space,	  public	  
provision	  and	  the	  public	  good’	  (Power,	  2014).	  Portrayed	  as	  preventative,	  and	  
safeguarding	  individuals	  and	  their	  ‘freedom’,	  CCTV	  systems	  in	  our	  contemporary	  era	  
have	  instead	  absolved	  and	  shifted	  our	  citizen	  relational	  behaviour	  of	  collective	  
responsibility	  in	  public	  and	  privately	  owned	  public	  spaces,	  and	  towards	  other	  citizens,	  
towards	  the	  ever-­‐present	  gaze	  of	  the	  ‘eye	  in	  the	  sky’;	  a	  gaze	  whose	  adage	  of	  
incommunicability,	  as	  Paul	  Virilio	  notes,	  is	  ‘to	  see	  without	  being	  seen’	  (Virilio,	  1994:	  
42).207	  It	  is	  a	  one-­‐way	  invisibility	  that,	  to	  borrow	  from	  Foucault,	  is	  a	  ‘guarantee	  of	  order’,	  
for	  the	  citizen	  becomes	  ‘[an]	  object	  of	  information,	  never	  a	  subject	  in	  communication’	  
(Foucault,	  1975:	  200).	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
205	  Most	  uses	  of	  CCTV	  are	  covered	  by	  the	  Data	  Protection	  Act,	  which	  means	  that	  citizens	  have	  the	  right	  to	  
see	  CCTV	  images	  in	  which	  they	  appear.	  It	  also	  means	  that	  in	  theory	  CCTV	  operators	  should	  follow	  the	  Data	  
Protection	  Act,	  which	  is	  enforceable	  by	  the	  Information	  Commissioner.	  	  
206	  This	  is	  not	  to	  deny	  however	  that	  there	  can	  be	  ‘unsafe’	  streets	  and	  areas	  especially	  (but	  not	  exclusively)	  
for	  women	  at	  night.	  
207	  	  In	  this	  case	  it	  is	  those	  in	  ‘authority’	  behind	  the	  cameras	  who	  are	  not	  ‘seen’.	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This	  securitisation	  actively	  shapes	  the	  space	  of	  the	  public	  realm.	  It	  determines	  how	  (we)	  
citizens,	  as	  co-­‐producers,	  relate	  to,	  and	  negotiate	  this	  (urban)	  space,	  for	  public	  space	  is	  
an	  ideological	  concept	  generally	  understood	  to	  be,	  and	  entrenched	  in	  our	  psyche	  as,	  one	  
of	  ‘collective	  [citizen]	  rights	  to	  performance	  and	  speech’	  (Goheen	  1994:	  431).	  Gijs	  van	  
Oenen	  claims	  that	  the	  contemporary	  obsession	  with	  securitisation	  has	  irrevocably	  
transformed	  the	  ‘ideal	  of	  a	  civilized	  public	  sphere’	  from	  one	  of	  ‘interactive	  citizenship’	  
where	  ‘public	  confrontation	  [Goheen’s	  interactivity	  of	  performance	  and	  speech]	  makes	  
for	  better	  citizens’,	  into	  one	  of	  ‘interpassive	  securityscape’	  (Oenen	  (2004:	  7),	  in	  which	  
the	  interpassive	  citizen	  ‘no	  longer	  feels	  capable	  of	  operating	  subjectively,	  or	  
interactively,	  in	  public	  space’	  (Oenen	  (2004:	  16).	  It	  is	  a	  space	  that	  is:	  
turning	  into	  a	  security	  sanctum,	  which	  can	  be	  briefly	  defined	  as	  a	  space	  in	  
which	  the	  concern	  for	  civilized	  behaviour	  has	  been	  outsourced.	  Modern	  
citizens	  no	  longer	  believe	  that	  they	  can	  control	  themselves	  sufficiently	  to	  
bear	  the	  responsibility	  for	  civilized	  public	  interaction.	  They	  prefer	  to	  turn	  
this	  responsibility	  and	  accountability	  over	  to	  others:	  the	  government,	  the	  
police,	  supervisors,	  providers,	  security	  guards.	  
	  	  	  	  	  These	  old	  and	  new	  managers	  of	  public	  space	  are	  responding	  with	  a	  new	  
kind	  of	  ‘civilitarianism’,	  re-­‐educating	  the	  citizen	  in	  a	  way	  that	  reflects	  
present-­‐day	  political	  anxieties	  […]	  (Oenen,	  2004:	  16).	  
	  
Public	  ‘encounter’	  [interactivity]	  in	  the	  public	  sphere	  is	  instead	  being	  replaced	  by	  
‘protection’	  and	  ‘security’,	  which	  Oenen	  concludes,	  ‘only	  makes	  the	  public	  domain	  more	  
unstable	  and	  more	  insecure’	  (Oenen,	  2004:	  16).	  Ultimately	  not	  only	  is	  security,	  as	  Tilman	  
writes,	  ‘a	  necessary	  ingredient	  for	  a	  society	  that	  has	  become	  highly	  individualized’	  
(Tilman,	  2004:	  89),	  but	  in	  actual	  fact,	  the	  psychologically	  induced	  panoptic	  effects	  of	  
CCTV	  network	  systems,	  help	  to	  further	  an	  ‘individualistic’	  citizenship,	  wherein,	  as	  
Foucault	  observes:	  	  	  
The	  crowd,	  a	  compact	  mass,	  a	  locus	  of	  multiple	  exchanges,	  individualities	  
merging	  together,	  a	  collective	  effect,	  is	  abolished	  and	  replaced	  by	  a	  
collection	  of	  separated	  individualities	  (Foucault,	  1975:	  201).	  	  
	  
There	  are	  currently	  few	  restrictions	  on	  the	  implementation	  and	  use	  of	  CCTV	  cameras	  in	  
the	  UK.	  Public	  authorities	  are	  free	  to	  install	  CCTV	  systems	  in	  town	  centers	  and	  other	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public	  spaces	  (such	  as	  residential	  estates)	  without	  prior	  approval	  from	  central	  
government	  or	  the	  permission	  of	  residents.	  The	  Surveillance	  Camera	  Code	  of	  Practice	  
covering	  England	  and	  Wales,208	  issued	  by	  the	  Home	  Office	  in	  June	  2013,	  is	  designed	  to	  
better	  regulate	  ‘appropriate	  and	  effective	  use	  of	  surveillance	  camera	  systems	  by	  
relevant	  authorities’	  (local	  councils	  and	  police)	  (Home	  Office,	  2013:	  4),	  through	  which:	  
individuals	  and	  wider	  communities	  have	  confidence	  that	  surveillance	  
cameras	  are	  deployed	  to	  protect	  and	  support	  them,	  rather	  than	  spy	  on	  
them	  (Home	  Office,	  2013:	  5).209	  
	  
This	  code	  of	  practice	  covers	  only	  a	  minority	  of	  the	  estimated	  cameras;	  for	  the	  majority	  
are	  commercially	  funded,	  hence	  privatised,	  and	  as	  such,	  do	  not	  fall	  under	  these	  
regulations.	  The	  ‘relevant	  authorities’	  covered	  by	  the	  Surveillance	  Camera	  Code	  of	  
Practice	  however,	  should	  they	  in	  future	  be	  found	  to	  be	  in	  breach	  of	  its	  regulations,	  will	  
face	  no	  sanctions.210	  
	  
2.2	  	  	  Satellite	  eyes	  towards	  Earth	  
CCTV	  systems	  and	  publicly	  available	  satellite	  imagery,	  as	  provided	  through	  Google	  Earth	  
and	  Google	  Maps,	  not	  only	  ‘detect	  objects	  and	  people,’	  contends	  Chad	  Harris	  (2006:	  
102),	  but	  also	  ‘produce	  both	  objects	  on	  the	  ground	  and	  surveillant	  subjects’	  (Harris,	  
2006:	  102).	  They	  produce,	  he	  continues:	  	  
objectivity,	  a	  techno-­‐discursive	  distance	  between	  the	  observer	  and	  the	  
observed,	  and	  a	  particular	  kind	  of	  modern	  surveillant	  subject.	  This	  
subjectivity	  is	  structured	  by	  an	  omniscient,	  imperial	  gaze,	  a	  particular	  kind	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
208	  The	  regulations	  on	  the	  public	  use	  of	  CCTV	  in	  Scotland	  and	  Northern	  Ireland	  are	  covered	  by	  their	  own	  
laws.	  	  
209	  It	  is	  important	  to	  note	  that	  both	  this	  code	  of	  practice	  and	  what	  I	  am	  writing	  about	  in	  this	  text	  refer	  to	  
CCTV	  network	  systems	  in	  relation	  to	  ‘street	  crime’	  and	  not	  to	  what	  are	  considered	  ‘acts	  of	  terrorism’	  
(although	  obviously	  it	  can	  fall	  under	  the	  gaze	  of	  CCTV).	  Laws	  in	  relation	  to	  what	  is	  considered	  terrorist	  
activities	  fall	  under	  the	  Terrorism	  Prevention	  and	  Investigation	  Measures	  Act.	  
210	  Some	  sections	  of	  this	  text	  are	  an	  amended	  and	  updated	  version	  of	  a	  previously	  published	  chapter:	  Naldi,	  
P.	  (2011)	  Search:	  an	  artist	  project	  for	  television.	  In:	  Harris,	  J.	  &	  Williams,	  R.	  J.	  (eds.)	  Regenerating	  culture	  and	  
society:	  architecture,	  art	  and	  urban	  style	  within	  the	  global	  politics	  of	  city-­‐branding.	  Liverpol:	  Liverpool	  
University	  Press,	  Tate	  Liverpool	  Critical	  Forum,	  pp.	  269-­‐279.	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of	  subjectivity	  that	  signifies	  dominance	  over	  what	  is	  being	  observed	  	  
(Harris,	  2006:	  102).	  
	  
Google	  Earth	  unveiled	  in	  2005	  by	  the	  US	  Google	  Corporation,	  is	  a	  freely	  available	  
internet	  based	  virtual	  globe	  satellite	  imagery	  database	  application	  for	  desktop,	  web,	  and	  
mobile.	  Consisting	  of	  satellite	  images,	  which	  Google	  claims	  enable	  users	  to	  ‘explore	  the	  
world	  from	  anywhere’	  (Google	  Corporation),	  when	  the	  Google	  Earth	  application	  is	  first	  
launched	  on	  the	  screen,	  the	  virtual	  3D	  whole	  Earth	  is	  encountered	  from	  the	  perspective	  
of	  space,211	  at	  an	  eye	  altitude	  of	  11001.00	  kilometres.212	  The	  Google	  Earth	  welcome	  
screen	  image	  [fig.	  99]	  is	  reminiscent	  of	  not	  only	  the	  Blue	  Marble	  photograph,	  but	  of	  a	  
miniature	  terrestrial	  globe,	  the	  object	  so	  loved	  by	  Monarchs	  and	  intellectuals	  from	  the	  
fifteenth	  to	  the	  seventeenth	  centuries,	  as	  an	  ideological	  and	  visual	  possession	  that	  
signified	  political,	  intellectual,	  economic,	  and	  social	  standing.	  	  
	  
	  
Fig.	  99:	  Google	  Earth	  welcome	  screen	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
211	  There	  is	  also	  Google	  Maps/satellite,	  which	  uses	  the	  same	  satellite	  imagery	  as	  Google	  Earth.	  
212	  6835	  miles.	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In	  a	  further	  associative	  link,	  users	  of	  Google	  Earth	  are	  able	  to	  manoeuvre,	  rotate	  and	  
spin	  the	  virtual	  globe	  with	  the	  attendant	  hand	  icon,	  again	  the	  Earth,	  as	  globe,	  posited	  in	  
the	  palm	  of	  the	  (and	  to)	  hand	  as	  an	  object	  of	  ‘knowledge’.	  According	  to	  Google,	  users	  
are	  able	  to:	  
fly	  through	  space,	  zooming	  into	  specific	  locations	  they	  choose	  and	  seeing	  
the	  real	  world	  in	  sharp	  focus.	  It	  turns	  out	  than	  when	  we	  talk	  about	  ‘the	  
world’s	  information,’	  we	  mean	  geography	  too	  (Google	  Corporation).	  
	  
Whilst	  we	  do	  not	  have	  the	  spectacle	  of	  the	  continuous	  live	  image	  broadcast	  that	  allows	  
people	  to	  ‘gaze	  at	  the	  planet	  for	  the	  first	  time	  in	  history’,	  (Gore,	  1998)	  instead	  in	  the	  
twenty	  first	  century,	  we	  have	  Google	  Earth;	  what	  Mark	  Dorrian	  suggests	  is	  the	  ‘symbolic	  
counterpart	  of	  the	  corporation’s	  mission	  to	  make	  everything	  available	  to	  you:	  Google	  
give[s]	  you	  the	  world’	  (Dorrian,	  2013:	  295).	  
Since	  2007	  Google’s	  Street	  View	  213	  has	  allowed	  users	  to	  zoom	  to	  ground	  level	  and	  view	  a	  
360-­‐degree	  detailed	  photograph	  of	  the	  street	  of	  the	  viewers	  choice,214	  including	  close-­‐
ups	  of	  buildings,	  people	  and	  cars.	  Whilst	  questions	  regarding	  rights	  of	  privacy	  and	  
security	  are	  being	  widely	  raised,	  as	  Google’s	  ‘camera	  cars’	  equipped	  with	  a	  360-­‐degree	  
camera,	  drive	  through	  the	  streets	  capturing	  and	  gathering	  thousands	  of	  images	  to	  
upload	  to	  this	  service,	  Google	  believes	  that	  Street	  View	  provides	  an	  invaluable	  service	  
for	  users	  such	  as	  house	  buyers	  wanting	  to	  view	  neighbourhoods,	  and	  shoppers	  wanting	  
to	  locate	  shops	  (Naldi,	  2011:	  277).	  
The	  Google	  Corporation	  acquired	  the	  prototype	  for	  Google	  Earth215	  through	  its	  purchase	  
of	  Keyhole	  Inc	  in	  2004.	  A	  map	  analysis	  company,	  Keyhole216	  Inc	  had	  been	  partly	  funded	  
by	  the	  CIA.217	  The	  Google	  Earth	  (and	  maps)	  satellite	  imagery,	  a	  mixture	  of	  images	  
captured	  by	  satellites,	  from	  aeroplanes,	  kites,	  and	  balloons,	  is	  currently	  sourced	  from	  a	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
213	  First	  introduced	  in	  the	  United	  States	  with	  a	  limited	  number	  of	  cities	  in	  2007;	  this	  is	  an	  addition	  to	  Google	  
Earth	  and	  Google	  Maps.	  
214	  From	  towns	  and	  cities	  In	  the	  West;	  there	  are	  still	  areas	  especially	  in	  Africa	  which	  are	  not	  and	  will	  not	  ever	  
(according	  to	  Google)	  be	  accessible	  on	  Street	  View.	  
215	  Named	  at	  the	  time	  ‘Earth	  Viewer’.	  
216	  Named	  after	  the	  American	  Corona	  (spy)	  reconnaissance	  satellites.	  
217	  Central	  Intelligence	  Agency	  from	  the	  United	  States.	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number	  of	  military,	  governmental,	  and	  commercial	  providers.218	  Hence	  whilst	  satellite	  
(and	  aerial)	  technology	  and	  the	  procurement	  of	  Earth	  observation	  imagery	  is	  militaristic	  
by	  virtue	  (the	  first	  ‘spy’	  reconnaissance	  satellite	  –	  United	  States’	  Corona	  –	  was	  launched	  
in	  1959),	  its	  essence	  Lisa	  Parks	  writes,	  is	  ‘one	  of	  the	  most	  elaborated	  forms	  of	  capitalism	  
since	  it	  embodies	  immense	  financial	  investments,	  years	  of	  strategic	  planning,	  and	  pools	  
of	  scientific	  labor’	  (Parks,	  2005:	  7).	  David	  Harvey	  goes	  further	  to	  argue	  that	  capitalism,	  
under	  the	  aegis	  of	  the	  capitalist	  class	  and	  its	  agents,	  ‘maintain[s]	  much	  of	  their	  power	  of	  
domination	  by	  virtue	  of	  superior	  command	  over	  and	  mobility	  in	  space’	  (Harvey,	  2011:	  
155),	  powers	  that	  are	  also	  fundamental	  to	  ‘the	  maintenance	  of	  military	  superiority’	  
(Harvey,	  2011:	  156).	  The	  Space	  Race,219	  under	  the	  auspices	  of	  which	  the	  Corona	  satellite	  
was	  launched,	  being	  the	  biggest	  exponent,	  writes	  Harvey,	  of	  a:	  	  
joint	  imperative	  within	  the	  state-­‐corporate	  nexus	  constituted	  within	  
capitalism,	  to	  fund	  the	  technologies	  and	  organizational	  forms	  that	  assure	  
the	  continued	  dominance	  of	  space	  and	  spatial	  movement	  by	  space	  and	  
capital	  (Harvey,	  2011:	  156).	  
	  
It	  is	  in	  the	  context	  of	  the	  militaristic	  spy	  technology,	  which	  as	  both	  Parks	  (2005)	  and	  
Harvey	  (2011)	  note,	  is	  both	  inherent	  in,	  and	  operative	  of,	  capitalism,	  and	  the	  ‘produced’	  
object	  on	  the	  ground	  (Harris	  2006)	  that	  the	  video	  GO	  from	  A	  to	  B	  to	  A	  (2010)	  works	  
through.	  	  
I	  was	  invited	  in	  June	  2010,	  by	  London	  based	  artist/curator	  Constantine	  Gras	  to	  
contribute	  a	  new	  video	  work	  of	  between	  one	  and	  three	  minutes	  duration	  centred	  on	  a	  
‘journey’	  across	  the	  two	  environments	  of	  Grand	  Union	  Canal	  and	  the	  Westway	  Flyover	  
in	  North	  Kensington,	  London.	  Included	  in	  a	  moving	  image	  programme	  titled	  Flood	  Light	  
for	  the	  Portobello	  Film	  Festival,	  the	  single	  screen	  moving	  image	  work	  GO	  from	  A	  to	  B	  to	  
A	  is	  a	  1	  minute	  40	  seconds	  ‘aerial	  tour’	  of	  a	  section	  of	  the	  Grand	  Union	  Canal	  and	  under	  
the	  Westway	  Flyover.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
218	  There	  are	  currently	  thousands	  of	  military	  and	  commercial	  satellites.	  The	  majority	  of	  the	  governmental	  
satellites	  are	  owned	  by	  the	  United	  States	  and	  Russia.	  	  
219	  Although	  Harvey	  writes	  that	  the	  Space	  Race	  took	  place	  between	  the	  United	  States	  and	  the	  Soviet	  Union	  
during	  the	  1960s	  and	  1970s,	  in	  actual	  fact	  it	  began	  in	  the	  mid	  1950s	  with	  the	  first	  official	  salvo	  being	  the	  
Soviet	  Union’s	  successful	  launch	  of	  Sputnik-­‐1	  in	  1957.	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I	  was	  temporarily	  away	  from	  London	  and	  unable	  to	  travel	  back	  in	  order	  make	  a	  site	  visit	  
of	  this	  area,	  which	  I	  was	  and	  am	  still	  not	  very	  familiar	  with,	  before	  the	  video	  had	  to	  be	  
completed.	  Hence	  whilst	  initially	  reluctant	  to	  accept	  the	  invitation,	  I	  decided	  to	  use	  the	  
framework	  given	  by	  the	  curator	  of	  medium	  (video),	  duration	  (between	  one	  and	  three	  
minutes),	  and	  site	  (centred	  on	  the	  Grand	  Union	  Canal	  and	  the	  Westway	  Flyover,	  
London)	  to	  test	  out	  through	  online	  mapping	  application	  notions	  of	  psychic,	  spatial,	  and	  
informational	  objectivity/subjectivity.	  
Using	  the	  ‘Get	  Directions’	  facility	  of	  the	  Google	  Earth	  desktop	  application,	  in	  which	  one	  
types	  in	  a	  start	  location	  and	  an	  end	  location,	  and	  the	  programme	  visually	  delineates	  the	  
route	  on	  a	  satellite	  image220	  from	  point	  to	  point,	  the	  video	  (a	  Mac	  computer	  video	  
screen	  recording	  which	  is	  illegal	  under	  Google	  copyright	  of	  Google	  Earth)	  embarks	  and	  
completes	  a	  return	  ‘journey’	  based	  on	  the	  numerical	  coding	  which	  is	  automatically	  
generated	  by	  the	  Google	  Earth	  Global	  Positioning	  (mapping)	  System	  [figs.	  100-­‐102].	  	  
The	  video	  GO	  from	  A	  to	  B	  to	  A	  begins	  with	  a	  view	  of	  the	  (Google)	  whole	  Earth	  from	  the	  
perspective	  of	  space,	  from	  an	  eye	  altitude	  of	  63,710.04	  kilometres.	  The	  sequence	  here	  
zooms	  in	  to	  north	  London,	  momentarily	  ‘settling’	  above	  the	  start	  (and	  end)	  point	  
outside	  Westbourne	  Park	  tube	  station	  on	  the	  Great	  Western	  Road	  under	  the	  A40	  
Westway	  flyover	  as	  seen	  from	  an	  eye	  altitude	  of	  675	  metres.	  
Its	  first	  ‘direction’,	  delineated	  both	  through	  textual	  and	  visual	  linear	  instruction	  (as	  a	  
purple	  coloured	  line),	  is	  to	  “Head	  northwest	  on	  Great	  Western	  Rd	  A4207	  toward	  
Elkstone	  Rd”.	  Google	  Earth	  continues	  along	  the	  journey	  with	  subsequent	  directions	  such	  
as	  “Turn	  left	  at	  Scrubs	  Ln	  A219”,	  “At	  the	  roundabout	  take	  the	  2nd	  exit	  onto	  W	  Cross	  Rte	  
A3220”.	  The	  directions	  are	  akin	  to	  instructions	  given	  by	  car	  Satellite	  Navigation	  Systems	  
(Sat	  Nav)	  or	  driving	  instructors.	  Throughout	  the	  sequence	  the	  eye	  altitude	  over	  the	  
satellite	  imagery	  zooms	  both	  in,	  to	  gain	  a	  closer	  perspective	  when	  delineating	  the	  route	  
segments,	  and	  out,	  to	  gain	  an	  overall	  perspective	  when	  overseeing	  both	  a	  longer	  
distance	  segment	  and	  the	  entire	  ‘journey’.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
220	  In	  2010	  this	  facility	  was	  only	  available	  for	  directions	  by	  car	  whereas	  at	  the	  time	  of	  writing	  in	  2014	  the	  
facility	  is	  available	  for	  directions	  by	  car,	  public	  transport,	  walking	  and	  cycling.	  




	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Figs.100-­‐02:	  GO	  from	  A	  to	  B	  to	  A	  (video	  stills,	  2010)	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The	  aerial	  journey	  ends	  when	  ‘instructed’	  to	  “Make	  a	  U	  Turn	  at	  Old	  Oak	  Common	  Ln”,	  
which	  will	  entail	  retracing	  the	  route	  back	  to	  the	  starting	  point	  outside	  Westbourne	  Park	  
tube	  station.	  The	  final	  scene	  of	  the	  video	  encompasses	  an	  overall	  satellite	  image	  of	  its	  
entire	  route	  with	  the	  directional	  instructions.	  GO	  from	  A	  to	  B	  to	  A	  video	  sequence	  is	  
remote	  and	  abstract.	  It	  articulates	  the	  utter	  distantiation	  (psychic	  and	  physiological)	  of	  
satellite	  technologies	  and	  its	  imageries.	  	  
Space	  is	  flattened,	  literally	  as	  it	  is	  two	  dimensional,	  but	  through	  its	  directions	  facility	  and	  
moving	  sequence,	  it	  implodes	  time	  based	  on	  spatial	  distance.	  The	  information	  Google	  
Earth	  offers	  is	  vicarious	  omnipresence.	  The	  visual	  and	  informational	  technology	  of	  
Google	  Earth	  and	  the	  video	  work	  mirror	  each	  other	  in	  an	  empty	  surface	  spectre.	  It	  is	  
through	  the	  effects	  of	  the	  implosion	  of	  both	  space	  and	  time	  that	  Manuel	  Castells	  argues,	  
localities	  become:	  	  
disembodied	  from	  their	  cultural,	  historical,	  geographic	  meaning,	  and	  
reintegrated	  into	  functional	  networks,	  or	  into	  image	  collages,	  inducing	  a	  
space	  of	  flows	  that	  substitutes	  for	  the	  space	  of	  places.	  
[…]	  The	  space	  of	  flows	  and	  timeless	  time	  are	  the	  material	  foundations	  of	  a	  
new	  culture	  that	  transcends	  and	  includes	  the	  diversity	  of	  historically	  
transmitted	  systems	  of	  representation:	  the	  culture	  of	  real	  virtuality	  where	  
make-­‐believe	  is	  belief	  in	  the	  making	  (Castells,	  1996:	  375).	  	  	  
	  
It	  is	  in	  Google	  Earth	  that	  Paul	  Virilio’s	  (1995)	  argument	  that	  the	  awareness	  of	  
constructed	  geographic	  space	  is	  transformed	  and	  dematerialised	  through	  digital	  
technologies,	  is	  readily	  exemplified.	  ‘Scale	  and	  physical	  dimension’	  he	  asserts,	  gradually	  	  
lose	  their	  ‘meaning	  in	  the	  face	  of	  the	  infinite	  fragmentation	  of	  point	  of	  view’	  (Virilio,	  
1995:	  63).	  	  
The	  dimensions	  of	  space,	  Virilio	  (1999)	  contends,	  become	  inseparable	  from	  their	  speed	  
of	  transmission,	  everything	  arrives	  without	  any	  need	  to	  depart.	  Christine	  Boyer	  
describes	  this	  effect	  as	  a	  reformulation	  of	  our	  ‘perception	  of	  space	  and	  time,	  so	  that	  we	  
experience	  a	  loss	  of	  spatial	  boundaries	  or	  distinctions,	  so	  that	  all	  spaces	  begin	  to	  look	  
alike	  and	  implode	  into	  a	  continuum’	  (Boyer,	  1996:	  19),	  resulting	  eventually	  in	  our	  
inability	  to	  physically	  map	  our	  contemporary	  terrain,	  and	  to	  envision	  and	  relate	  with,	  
and	  through,	  space	  and	  forms.	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All	  technologies	  through	  their	  mediation	  have	  an	  impact	  on	  spatial	  relations,	  and	  as	  
Joshua	  Meyrowitz	  writes,	  historically	  they	  have	  all	  ‘affected	  the	  information	  that	  people	  
bring	  to	  places	  and	  the	  information	  that	  people	  have	  in	  given	  places.	  But	  the	  
relationship	  between	  place	  and	  social	  situation	  was	  still	  quite	  strong’	  (Meyrowitz,	  1985:	  
115).	  Meyrowitz	  goes	  further	  to	  suggest	  however,	  that	  what	  is	  different	  about	  recent	  
electronic	  media	  –	  here	  we	  can	  include	  satellite	  imaging	  technologies	  and	  by	  definition	  
the	  Google	  Earth	  application	  –	  is	  that	  it	  achieves	  a	  ‘nearly	  total	  dissociation	  of	  physical	  
place	  and	  social	  place	  […]	  [where]	  […]	  where	  we	  are	  physically	  no	  longer	  determines	  
where	  and	  who	  we	  are	  socially’	  (Meyrowitz,	  1985:	  115).221	  This	  change	  in	  the	  ‘situational	  
geography	  of	  social	  life’	  (Meyrowitz,	  1985:	  6)	  redefines,	  Meyrowitz	  argues,	  ideas	  of	  
social	  position	  and	  social	  place	  (Meyrowitz,	  1985:	  115).	  In	  addition,	  access	  to	  these	  
technologies	  –	  those	  who	  have	  and	  those	  who	  have	  not	  –	  result	  in	  a	  social	  (and	  
knowledge	  acquisition)	  inequality	  brought	  about	  through	  economic	  differentiation.	  
	  
2.3	  	  	  Nation[al]	  view	  
The	  change	  and	  subsequent	  redefinition	  of	  the	  social	  that	  Meyrowitz	  argues,	  assumes	  
that	  physical	  (or	  spatial)	  place	  and	  social	  place	  are	  ideologically	  neutral.	  However	  both	  
the	  spatial	  and	  the	  social	  (in	  their	  interrelationship)	  are	  created,	  shaped	  and	  understood	  
by,	  and	  through,	  ideological	  and	  visual	  points	  of	  view.	  An	  example	  of	  this	  is	  the	  spatial,	  
psychic,	  and	  image	  identity	  of	  the	  British	  landscape	  as	  a	  definition	  of	  nationhood.	  
At	  the	  London	  2012	  Summer	  Olympic	  Games	  Opening	  Ceremony	  titled	  Isles	  of	  
Wonder,222	  held	  on	  July	  27,	  2012,	  its	  Artistic	  Director	  Danny	  Boyle,	  framed	  the	  
ceremony’s	  public	  spectacle	  (broadcast	  to	  an	  estimated	  global	  television	  audience	  of	  
900	  million)	  (Reuters,	  2014)	  within	  the	  antonyms	  of	  the	  rural	  and	  the	  urban	  (the	  country	  
and	  the	  city).	  Symbolised	  and	  performed	  through	  the	  scenographic	  Green	  and	  Pleasant	  
Land	  and	  Pandemonium	  narrative	  sections	  of	  the	  ceremony,	  Boyle	  ‘legitimised’	  and	  gave	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
221	  Whilst	  Meyrowitz	  was	  here	  writing	  pre	  Internet,	  his	  argument	  can	  now	  be	  applied	  to	  social	  media.	  
222	  The	  title	  taken	  from	  William	  Shakespeare’s	  play	  The	  Tempest	  (1610-­‐11).	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credence	  to,	  their	  representational	  roles	  in	  the	  ‘accepted’	  cultural	  value,	  ideology,	  and	  
image	  identity	  heritage	  of	  Britain	  as	  a	  nation.	  	  
In	  the	  prologue	  to	  the	  ceremony,	  the	  stage	  set	  was	  revealed	  in	  the	  centre	  field	  of	  the	  
Olympic	  Stadium	  as	  symbolic	  (of	  Englishness)	  utopian,	  bucolic,	  green	  and	  pleasant	  land	  
[figs.	  103-­‐104].	  It	  consisted	  of	  a	  lush	  meadow	  (of	  real	  grass)	  with	  a	  model	  Glastonbury	  
Tor,	  a	  village	  and	  its	  attendant	  villagers,223	  fake	  clouds,	  cottages,	  water	  wheel,	  live	  
animals	  (sheep,	  geese,	  shire	  horses),	  maypole	  dancing,	  horses	  tilling	  the	  soil,	  and	  a	  
cricket	  game	  amongst	  other	  pastoral	  endeavours.224	  Criticised	  by	  some	  national	  papers	  
for	  its	  startling	  resemblance	  to	  Teletubbyland	  (the	  featured	  landscape	  ‘home’	  of	  the	  
iconic	  BBC	  children’s	  television	  series	  Teletubbies	  broadcast	  from	  1997	  to	  2001),	  the	  
scenography	  of	  Green	  and	  Pleasant	  Land	  was	  what	  Raymond	  Williams	  (1984)	  would	  
attest	  to	  be	  the	  embodiment	  of	  a	  ‘sentimental	  and	  selectively	  nostalgic	  version[s]	  of	  
country	  life’	  (Williams,	  1984:	  209)	  of	  the	  English	  rural	  fantasy	  of	  the	  collective	  (British)	  
psyche.	  The	  narrative	  of	  the	  ceremony	  itself	  began	  with	  youth	  choirs	  singing	  the	  
‘unofficial’	  national	  anthems	  of	  the	  four	  nations	  that	  comprise	  the	  UK	  –	  Jerusalem	  
(England),	  Danny	  Boy	  (Northern	  Ireland),	  Flower	  of	  Scotland	  (Scotland),	  Bread	  of	  Heaven	  
(Wales).	  Following	  the	  reprise	  of	  Jerusalem,	  the	  actor	  Kenneth	  Branagh,	  portraying	  the	  
engineer	  Isambard	  Kingdom	  Brunel,	  ushered	  in,	  through	  Caliban’s	  speech	  from	  William	  
Shakespeare’s225	  play	  The	  Tempest	  that	  begins	  with	  ‘Be	  not	  afeard;	  the	  isle	  is	  full	  of	  
noises’,226	  and	  oversaw,	  the	  Pandemonium	  section	  of	  the	  ceremony	  narrative	  
celebrating	  Britain’s	  role	  as	  the	  birthplace	  of	  the	  Industrial	  Revolution	  the	  ‘workshop	  of	  
the	  world’.	  At	  which	  point	  the	  oak	  tree	  atop	  the	  Glastonbury	  Tor	  was	  ‘torn’	  away	  
(upwards)	  from	  the	  ground,	  underneath	  which,	  hundreds	  of	  men	  and	  women	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
223	  Comprised	  of	  opening	  ceremony	  volunteers.	  
224	  Whilst	  the	  prologue	  for	  television	  viewers	  in	  the	  UK	  was	  interspersed	  with	  studio	  interviews	  away	  from	  
the	  ‘set’,	  the	  stadium	  spectators	  were	  asked	  to	  be	  seated	  –	  in	  full	  view	  of	  the	  Green	  and	  Pleasant	  Land	  	  
set	  –	  ninety	  minutes	  prior	  to	  the	  commencement	  of	  the	  ceremony.	  Throughout	  this	  period	  of	  time	  the	  
‘villagers’	  and	  attendant	  animals	  roamed	  the	  ‘meadow’	  partaking	  in	  pastoral	  endeavours.	  
225	  William	  Shakespeare	  was	  an	  English	  poet	  and	  playwright	  (1564	  –	  1616).	  	  
226	  ‘Be	  not	  afeard;	  the	  isle	  is	  full	  of	  noises,	  /	  Sounds	  and	  sweet	  airs,	  that	  give	  delight	  and	  hurt	  not.	  
Sometimes	  a	  thousand	  twangling	  instruments	  /	  Will	  hum	  about	  mine	  ears,	  and	  sometime	  voices	  
That,	  if	  I	  then	  had	  waked	  after	  long	  sleep,	  /	  Will	  make	  me	  sleep	  again:	  and	  then,	  in	  dreaming,	  
The	  clouds	  methought	  would	  open	  and	  show	  riches	  /	  Ready	  to	  drop	  upon	  me	  that,	  when	  I	  waked,	  
I	  cried	  to	  dream	  again’.	  The	  Tempest,	  Act	  3,	  Scene	  2.	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Fig.	  103:	  Set	  of	  Green	  and	  Pleasant	  Land,	  London	  2012	  Olympic	  Games	  Opening	  Ceremony,	  27	  July,	  2012	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  104:	  Close	  up	  view	  of	  Set	  of	  Green	  and	  Pleasant	  Land,	  London	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  2012	  Olympic	  Games	  Opening	  Ceremony,	  27	  July,	  2012	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  Fig.	  106:	  ‘Dark	  satanic	  mills’	  protruding	  through	  the	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  ‘green	  and	  pleasant	  land’,	  London	  2012,	  
	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  27	  July,	  2012	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(portraying	  industrial	  workers),	  entered	  the	  ‘stage’	  to	  begin	  the	  dismantling	  of	  the	  set	  of	  
the	  green	  and	  pleasant	  land	  [figs.	  105-­‐106],	  to	  be	  replaced	  with	  the	  ‘dark	  satanic	  mills’227	  
of	  ‘the	  city’	  of	  the	  Industrial	  Revolution;	  the	  fantasy	  of	  the	  rural	  ‘moral’	  idyll	  replaced	  by	  
the	  urban	  ‘amoral’	  nightmare	  [fig.	  107].	  This	  enactment	  did	  not	  only	  symbolise	  a	  violent	  
ravaging	  of	  the	  pastoral	  landscape	  (the	  phallic	  satanic	  mills	  literally	  protruded	  up	  
through	  the	  pastoral	  stage	  set),	  but	  also	  the	  societal	  change	  undergone	  through	  the	  




Fig.	  107:	  ‘Dark	  Satanic	  mills’	  of	  the	  Industrial	  Revolution,	  London	  2012,	  27	  July,	  2012	  
	  
The	  scenography	  of	  the	  opening	  ceremony	  was	  primarily	  conceptualised	  and	  
choreographed	  to	  be	  viewed	  from	  an	  elevated	  perspective	  (bird’s	  eye	  view)	  by	  both	  the	  	  
80	  thousand	  seater	  stadium	  spectators	  and	  television	  audience.228	  During	  rehearsals	  in	  
the	  stadium	  Boyle	  himself	  would	  sit	  on	  the	  top	  tiers	  of	  the	  75-­‐row	  stadium	  to	  view	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
227	  The	  phrase	  ‘dark	  satanic	  mills’	  is	  taken	  from	  William	  Blake’s	  1808	  poem	  ‘And	  did	  those	  feet	  in	  ancient	  
time’,	  which	  are	  the	  lyrics	  to	  the	  hymn	  Jerusalem	  (music	  composed	  by	  Hubert	  Parry	  in	  1916).	  
228	  The	  television	  broadcast	  was	  carried	  out	  by	  the	  English	  TV	  production	  and	  event	  staging	  company	  Done	  
and	  Dusted	  with	  directions	  by	  Danny	  Boyle	  on	  concept	  and	  camera	  angles.	  However,	  there	  were	  a	  series	  of	  
conflicts	  regarding	  the	  camera	  angle	  locations	  between	  Boyle’s	  crew	  and	  the	  Olympic	  Broadcasting	  Services	  
who	  were	  in	  charge	  of	  broadcasting	  the	  athletes’	  parade	  segment	  of	  the	  opening	  ceremony.	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spectacle.	  This	  aerial	  perspective	  enabled	  a	  scopal	  vision	  of	  the	  ‘changing’	  landscape	  
from	  the	  mythical	  rural	  to	  the	  futuristic	  urban	  that	  Boyle	  professed.	  Described	  by	  Boyle	  
as	  a	  ‘ceremony	  that	  celebrates	  the	  creativity,	  eccentricity,	  daring	  and	  openness	  of	  the	  
British	  genius’	  (Boyle,	  2012:	  11),	  these	  opening	  scenes	  were	  linked	  together	  by	  the	  
imaginative	  words	  and	  visions	  of	  key	  figures	  of	  British	  literature,	  William	  Blake,	  William	  
Shakespeare,	  and	  John	  Milton.	  The	  cultural	  values	  espoused	  through	  their	  literary	  
visions,	  have	  gone	  some	  way	  to	  create	  the	  ingrained	  British,	  more	  specifically	  English,	  
societal,	  geographical,	  and	  middle-­‐class	  aspirational	  identity.	  	  
Blake’s	  1808	  poem	  And	  Did	  Those	  Feet	  In	  Ancient	  Time229	  forms	  the	  lyrics	  to	  the	  patriotic	  
hymn	  and	  anthem	  Jerusalem230	  in	  which	  Jesus	  travels	  to	  England	  and	  establishes	  a	  New	  
Jerusalem,	  metaphorically	  Heaven	  through	  the	  building	  of	  the	  City	  of	  God.231	  	  In	  a	  secular	  
sense	  New	  Jerusalem	  also	  stands	  for	  a	  utopian	  vision.	  It	  is	  the	  ideology	  espoused	  by	  this	  
religious/secular	  vision	  that	  formed	  the	  basis	  not	  only	  of	  the	  opening	  ceremony’s	  Green	  
and	  Pleasant	  Land	  section	  but	  it	  enframed	  the	  entire	  ceremony	  itself,	  for	  Boyle	  writes,	  
‘You	  can’t	  find	  [the	  Green	  and	  Pleasant	  Land]	  on	  a	  map	  but	  we	  carry	  it	  in	  our	  hearts.	  A	  
reminder	  and	  a	  promise	  of	  a	  once	  and	  future	  better	  life’	  (Boyle,	  2012:	  15).	  Despite	  the	  
Industrial	  Revolution	  referred	  to	  by	  Boyle	  as	  the	  ‘dark	  satanic	  mills’	  (Blake/Jerusalem)	  
and	  as	  Pandemonium232	  (John	  Milton’s	  invented	  word	  for	  the	  capital	  city	  of	  Hell	  in	  his	  
poem	  Paradise	  Lost	  (1667)),	  he	  continues:	  
Through	  all	  the	  noise	  and	  excitement	  you’ll	  glimpse	  a	  single	  golden	  thread	  
of	  purpose	  –	  the	  idea	  of	  Jerusalem	  –	  of	  the	  better	  world,	  the	  world	  of	  real	  
freedom	  and	  true	  equality,	  a	  world	  that	  can	  be	  built	  through	  the	  prosperity	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
229	  ‘And	  did	  those	  feet	  in	  ancient	  time/Walk	  upon	  England's	  mountains	  green?/And	  was	  the	  holy	  Lamb	  of	  
God/On	  England's	  pleasant	  pastures	  seen?/And	  did	  the	  Countenance	  Divine/Shine	  forth	  upon	  our	  clouded	  
hills?/And	  was	  Jerusalem	  builded	  here/Among	  these	  dark	  satanic	  mills?	  
	  
Bring	  me	  my	  bow	  of	  burning	  gold/Bring	  me	  my	  arrows	  of	  desire!/Bring	  me	  my	  spear!	  O	  clouds,	  unfold!	  
Bring	  me	  my	  chariot	  of	  fire!	  
	  
I	  will	  not	  cease	  from	  mental	  fight,/Nor	  shall	  my	  sword	  sleep	  in	  my	  hand,/Till	  we	  have	  built	  Jerusalem	  
In	  England's	  green	  and	  pleasant	  land’.	  
230	  Musical	  composition	  by	  Hubert	  Parry,	  1916.	  
231	  The	  prophesy	  of	  New	  Jerusalem	  (as	  a	  vision	  as	  opposed	  to	  ascribing	  it	  to	  being	  built	  in	  England	  itself)	  
appears	  in	  the	  Book	  of	  Ezekiel	  in	  the	  Old	  Testament.	  In	  the	  New	  Testament	  in	  the	  Book	  of	  Revelation,	  New	  
Jerusalem	  descends	  out	  of	  Heaven,	  from	  God.	  
232	  As	  the	  section	  following	  Green	  and	  Pleasant	  Land	  was	  titled.	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of	  industry,	  through	  the	  caring	  nation	  that	  built	  the	  welfare	  state,	  through	  
the	  joyous	  energy	  of	  popular	  culture,	  through	  the	  dream	  of	  universal	  
communication.	  A	  belief	  that	  we	  can	  build	  Jerusalem	  (Boyle,	  2012:	  11).	  
	  
Whilst	  Boyle	  posited	  the	  rural	  (country)	  of	  Green	  and	  Pleasant	  Land	  giving	  way	  to	  the	  
urban	  (city)	  Pandemonium	  (in	  his	  view	  positive,	  despite	  the	  negative	  connotations	  of	  his	  
terminology,	  and	  how	  it	  might	  have	  been	  interpreted	  as	  such	  by	  the	  audience	  on	  the	  
night)	  of	  the	  Industrial	  Revolution,	  through	  the	  scenographic	  spectacle	  itself,	  the	  cultural	  
references,	  and	  through	  the	  sentiment	  expressed	  by	  Boyle	  himself	  in	  the	  text	  of	  the	  
opening	  ceremony	  programme	  guide	  of	  his	  ‘idea’	  and	  ‘belief’	  of	  building	  a	  new	  
Jerusalem	  (Boyle,	  2012:	  11),	  his	  rhetoric	  perhaps	  unwittingly	  (though	  unlikely),	  
legitimises	  and	  perpetuates	  the	  fantasy	  of	  the	  iconically	  utopic,	  green	  and	  pleasant	  land	  
(of	  the	  past),	  ravaged	  by	  the	  onset	  of	  satanic,	  modern	  industrialisation	  (of	  the	  future	  
and	  present).	  For	  us	  the	  watching	  British	  public	  and	  the	  global	  television	  audience,	  both	  
the	  historicised	  symbolism	  of	  the	  rural	  (country)	  versus	  urban	  (city),	  and	  the	  mythical	  
‘image’	  of	  Englishness	  (though	  under	  the	  rubric	  of	  Britishness),	  were	  reaffirmed,	  or	  were	  
intended	  to	  be	  reaffirmed,	  through	  the	  manifestation	  of	  Boyle’s	  global	  spectacle.	  	  	  	  
	  
2.4	  	  	  Simultaneously	  viewed	  scapes	  
The	  antonyms	  of	  the	  urban	  (city)	  and	  the	  rural	  (country)	  with	  their	  inherent	  socio-­‐
political	  configurations	  provide	  the	  context	  for,	  and	  are	  analysed	  through,	  the	  video	  
work	  View	  from	  above	  (2010-­‐13).	  The	  split	  screen	  41	  minutes	  25	  seconds	  digital	  video,	  
transcribes	  the	  vertical	  views	  of	  the	  terrain	  below,	  captured	  from	  a	  bullet	  camera233	  that	  
I	  held	  suspended	  from	  a	  hot-­‐air	  balloon	  basket	  [fig.	  108]	  during	  two	  separate	  (but	  
simultaneously	  viewed)	  flights	  which	  I	  undertook,	  one	  above	  urban	  London,	  the	  other	  
above	  rural	  Warwickshire.	  London	  as	  iconic	  Heart	  of	  Empire,	  and	  Warwickshire	  (more	  
specifically	  ‘Shakespeare	  Country’)	  as	  iconic	  Heart	  of,	  or	  Middle	  England	  (both	  
geographically	  and	  societally	  the	  assumed	  aspirational	  national	  silent	  and	  moral	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
233	  A	  bullet	  camera	  is	  a	  small	  (2.5	  inches)	  cylindrical	  shaped	  camera	  with	  fixed	  focal	  length	  lens.	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  Fig.108:	  Bullet	  camera	  suspended	  
	  	  	  	  	  	  	  	  	  	  	  	   	   	   	   	  	  	  	  	  	  	  	  	  from	  hot-­‐air	  balloon	  
	  
majority),	  were	  specifically	  chosen	  on	  two	  levels:	  a)	  the	  crucial	  roles	  that	  the	  ideology	  
inherent	  in	  their	  iconic	  imperial	  imagery	  have,	  and	  continue	  to	  play,	  in	  the	  socio-­‐political	  
mediation	  of	  what	  is	  traditionally	  viewed	  as	  quintessential	  English	  values,	  connecting	  
what	  Stephen	  Daniels	  describes	  as	  the	  ‘imaginative	  geography	  of	  landscape’	  with	  the	  
‘imagined	  community	  of	  the	  nation’	  (Daniels,	  1993:	  243);	  b)	  the	  traditionally	  ‘accepted’	  
oppositional	  imagery	  (despite	  their	  shared	  iconic	  imperial	  ‘values’)	  of	  urban	  versus	  rural;	  
capital	  versus	  pastoral;	  Boyle’s	  Pandemonium	  versus	  Green	  and	  Pleasant	  Land,	  what	  
Raymond	  Williams	  notes	  as	  the	  popularly	  held	  belief	  in	  contrasting	  ‘fundamental	  ways	  
of	  life’	  (Williams,	  1973:	  1).	  Williams	  contends	  that:	  
Capitalism,	  as	  a	  mode	  of	  production,	  is	  the	  basic	  process	  of	  most	  of	  what	  
we	  know	  as	  the	  history	  of	  country	  and	  city.	  Its	  abstracted	  economic	  drives,	  
its	  fundamental	  priorities	  in	  social	  relations,	  its	  criteria	  of	  growth	  and	  of	  
profit	  and	  loss,	  have	  over	  several	  centuries	  altered	  our	  country	  and	  created	  
our	  kinds	  of	  city.	  In	  its	  final	  forms	  of	  imperialism	  it	  has	  altered	  our	  world	  
(Williams,	  1973:	  302).	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To	  this	  end	  the	  work	  View	  from	  above	  seeks	  to	  develop	  a	  discourse	  of	  
urban/land/scapes	  as	  a	  hybrid	  configuration	  of	  multiple	  viewpoints.	  One	  that	  is	  shaped,	  
enacted	  and	  mediated	  through	  imagined,	  spatial	  and	  effected	  societal	  imperial,	  
capitalist	  strategies.	  	  
At	  5.45am	  on	  August	  12,	  2010,	  the	  first	  hot-­‐air	  balloon	  flight	  ascended	  from	  the	  north	  
east	  corner	  of	  Hyde	  Park,	  London,	  adjacent	  to	  the	  Reformer’s	  Tree	  monument,	  site	  of	  
commemoration	  to	  a	  tree	  that	  burnt	  down	  during	  the	  Reform	  League	  Riots	  in	  1866;	  at	  
4pm	  on	  October	  14,	  2010,	  the	  second	  hot-­‐air	  balloon	  flight	  ascended	  from	  Stratford-­‐
upon-­‐Avon234	  Racecourse,	  Warwickshire,	  site	  of	  social	  elite	  (horse	  ownership)	  and	  
paradoxically	  working	  class	  betting	  culture.	  The	  split-­‐screen	  video	  and	  audio	  sequence	  
transcribe	  the	  entire	  journey	  of	  both	  flights	  from	  ascent	  to	  the	  moment	  before	  descent	  
[figs.	  109-­‐111].	  The	  London	  sequence	  descends	  after	  13	  miles	  on	  a	  small	  field	  located	  in	  
between	  houses	  in	  New	  Eltham,	  south	  east	  London,	  and	  the	  Warwickshire	  sequence	  
descends	  after	  approximately	  7	  miles	  on	  a	  farmer’s	  field	  located	  between	  the	  
Warwickshire	  villages	  of	  Lower	  Quinton	  and	  Admington.	  	  
To	  the	  sound	  of	  a	  dog’s	  bark,	  the	  View	  from	  above	  video	  sequence	  begins	  with	  the	  
simultaneous	  ascent	  of	  both	  flights	  from	  their	  sites	  of	  departure.	  The	  suspended	  bullet	  
camera	  records	  a	  topographic	  view	  of	  the	  terrain	  below	  from	  a	  position	  below	  the	  	  
hot-­‐air	  balloon	  basket;	  the	  scopal	  view	  captured	  within	  the	  frame	  of	  the	  camera	  lens,	  is	  
determined	  by	  the	  route	  taken.	  The	  motion	  of	  the	  recorded	  video	  sequence	  recurring	  
throughout	  is	  erratic,	  swinging	  and	  shuddering,	  dictated	  by	  the	  movement	  of	  the	  basket	  
and	  flow	  of	  the	  wind.	  The	  precise	  direction,	  duration	  and	  distance	  of	  both	  flights	  were	  at	  
the	  time	  unknown;	  and	  would	  be	  determined	  by	  wind	  strength	  and	  direction,	  and	  air	  
space	  restrictions.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
234	  The	  town	  of	  Stratford-­‐upon-­‐Avon,	  where	  the	  Warwickshire	  hot-­‐air	  balloon	  flight	  ascends	  from,	  and	  
within	  which	  the	  confines	  of	  its	  civil	  parish	  it	  descends	  in,	  permeated	  the	  London	  2012	  Olympic	  Games	  
Opening	  Ceremony;	  as	  the	  birthplace	  of	  William	  Shakespeare	  the	  playwright	  of	  The	  Tempest	  not	  only	  a	  
passage	  from	  which	  was	  read	  out	  at	  the	  ceremony,	  but	  the	  title	  of	  the	  entire	  ceremony	  spectacle	  Isles	  of	  
Wonder	  was	  taken	  from	  the	  play	  itself;	  Shakespeare	  Country	  the	  name	  given	  to	  the	  south	  Warwickshire	  
geographical	  area	  of	  which	  Stratford	  upon	  Avon	  is	  central,	  is	  as	  I	  have	  previously	  noted	  portrayed	  and	  
ingrained	  within	  the	  British	  psyche	  as	  the	  iconic	  image	  and	  possessing	  the	  ideological	  values	  of	  Englishness;	  
and	  its	  namesake	  Stratford	  in	  the	  Borough	  of	  Newham,	  east	  London,	  is	  the	  site	  where	  the	  London	  2012	  
Olympics,	  and	  more	  specifically	  the	  Olympic	  Stadium	  that	  hosted	  the	  Isle	  of	  Wonder	  ceremony,	  was	  located.	  	  







Figs.109-­‐111:	  View	  from	  above	  (video	  stills,	  2010-­‐2013)	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The	  audio	  streams	  corresponding	  to	  each	  flight	  are	  merged	  simultaneously	  with	  both	  
views.	  The	  audio	  variously	  includes	  barking	  dogs,	  the	  rumble	  of	  traffic,	  the	  sound	  of	  
farm	  animals,	  trains,	  car	  horns,	  hammering,	  as	  it	  shifts	  from	  one	  view	  to	  the	  other	  
visually	  locating	  the	  source	  of	  the	  audio.	  The	  recurring	  sounds	  of	  the	  firing	  propane	  gas	  
burners	  that	  control	  the	  hot-­‐air	  balloons	  in	  flight,	  punctuate	  the	  audio	  throughout	  the	  
entire	  duration	  of	  the	  video.	  The	  viewing	  perspectives	  shift	  and	  alter	  through	  
movement,	  direction	  and	  height.	  In	  the	  early	  sequences	  Hyde	  Park	  in	  London	  comes	  into	  
view	  below,	  followed	  by	  Hyde	  Park	  Lane,	  Buckingham	  Palace	  and	  the	  Mall.	  	  
The	  axis	  of	  Buckingham	  Palace,	  Queen	  Victoria	  Memorial	  and	  the	  ceremonial	  
processional	  route	  of	  the	  Mall	  are	  the	  sites	  where	  ‘empire	  and	  urbanism	  intersect’,	  
(Driver	  &	  Gilbert,	  1999:	  3),	  an	  axis	  through	  which	  Tori	  Smith	  notes,	  the	  monarchy	  was	  
inscribed	  ‘onto	  the	  landscape	  of	  London’	  (Smith,	  1999:	  21).	  The	  enclosure	  of	  common	  
land,	  the	  seventeenth	  century	  Act	  of	  Parliament	  that	  allowed	  for	  the	  appropriation,	  
subdivision	  and	  fencing	  of	  common	  land	  from	  public	  to	  private	  ownership,235	  is	  
evidenced	  throughout	  the	  Warwickshire	  video	  sequence;	  the	  terrain	  highly	  fragmented	  
and	  compartmentalised	  into	  working	  fields.	  The	  Act	  greatly	  enhanced	  the	  wealth	  of	  
landowners	  through	  land	  rental	  and	  agricultural	  productivity	  and	  forced	  agricultural	  
labourers	  to	  turn	  to	  the	  industrialised	  city	  in	  search	  of	  work.	  Williams	  (1973)	  points	  out	  
that	  it	  is	  this	  effect	  that	  aligns	  negativity	  (within	  the	  country	  and	  city	  myth)	  to	  the	  
transition	  from	  the	  rural	  to	  the	  industrial	  society	  precipitated	  by	  the	  Industrial	  
Revolution.	  Williams	  stresses	  however	  that	  ‘much	  of	  the	  country	  had	  already	  been	  
enclosed	  […]	  the	  process	  had	  been	  going	  on	  since	  at	  least	  the	  thirteenth	  century’	  
(Williams,	  1973:	  96).	  To	  this	  day	  private	  ownership	  of	  land/urban/scape	  throughout	  
England	  is	  held	  by	  a	  fraction	  of	  the	  population,	  whether	  individual	  or	  corporate	  capital	  
investment.	  The	  rural	  myth	  of	  an	  ‘untouched	  landscape’	  existing	  ‘outside’	  of,	  and	  in	  
opposition	  to,	  the	  ‘man-­‐made’,	  is	  further	  eradicated	  by	  Martin	  Warnke	  who	  writes:	  
Even	  the	  simplest	  topographical	  features	  are	  the	  results	  of	  political	  
decisions.	  The	  size	  and	  disposition	  of	  the	  fields,	  the	  crops	  that	  are	  grown	  in	  
them	  and	  the	  locations	  of	  the	  farms	  are	  determined	  by	  re-­‐allocations,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
235	  Though	  it	  became	  more	  popular	  from	  the	  eighteenth	  century	  onwards.	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‘green	  plans’,	  agricultural	  subsidies	  and	  control	  of	  the	  market.	  Fields,	  
patches	  of	  woodland,	  dykes,	  pastures	  and	  meadows	  are	  all	  the	  outcome	  of	  
agrarian	  policies	  (Warnke,	  1994:10).	  
	  
The	  two	  simultaneous	  views	  enabled	  through	  the	  split-­‐screen,	  continuously	  interact	  and	  
at	  times	  synchronise	  with	  each	  other;	  parks	  and	  rural	  fields	  align;	  roads	  and	  hedges	  
merge;	  river	  edges	  and	  field	  borders	  align;	  urbanscape	  and	  farm	  building	  merge.	  In	  a	  
further	  interrelationship	  between	  the	  urban	  and	  the	  rural,	  from	  above	  suburban	  London	  
allotments	  and	  domestic	  gardens	  can	  be	  seen.	  The	  current	  allotment	  system	  dates	  from	  
the	  nineteenth	  century	  when,	  pre-­‐welfare	  state,	  small	  areas	  of	  land	  in	  cities	  and	  towns	  
were	  allocated	  to	  the	  poor	  for	  the	  growing	  of	  food.	  This	  was	  extended	  across	  society	  
after	  World	  War	  I.	  During	  the	  height	  of	  the	  British	  Empire	  plant	  introductions	  into	  the	  
country	  reflected	  the	  geographical	  explorations	  of	  the	  nation.	  In	  the	  nineteenth	  century	  
domestic	  gardening	  was	  viewed	  and	  marketed,	  Rebecca	  Preston	  observes,	  as	  ‘a	  patriotic	  
duty	  and	  a	  domestic	  pleasure.	  Practically	  and	  ideologically	  the	  garden	  was	  central	  to	  
private	  understandings	  of	  the	  empire	  and	  of	  the	  wider	  world	  as	  a	  site	  of	  imperial	  
potential’	  (Preston,	  1999:	  196).	  Thus	  the	  ‘contained’	  garden	  provided	  a	  framed	  
‘imaginary’	  view	  of	  distant	  colonised	  lands	  from	  the	  comfort	  of	  ‘home’.	  It	  was	  also	  seen	  
by	  merchants	  as	  a	  viable	  economic	  opportunity	  to	  exploit	  the	  acquisition	  and	  selling	  of	  
(free)	  plant	  seeds.	  Paradoxically	  the	  countryside	  was	  considered,	  Preston	  continues,	  as	  
‘wild	  and	  in	  need	  of	  rational,	  systematic	  order	  […hence	  the…]	  expansion	  of	  the	  towns	  
and	  suburbs	  –	  the	  habitat	  of	  many	  middle-­‐class	  naturalists	  –	  was	  also	  identified	  as	  
[positively]	  squeezing	  the	  wildness	  out	  of	  the	  countryside’	  (Preston,	  1999:	  202-­‐203).	  
Maria	  Kaika	  expands	  on	  this	  further	  by	  pointing	  out	  what	  she	  terms	  a	  ‘dual	  scripting’	  of	  
the	  meanings	  of	  ‘nature’	  and	  the	  city:	  
Nature	  stands	  for	  the	  “uncivilized”,	  the	  dark	  untamed	  wilderness	  that	  
requires	  control	  and	  whose	  frontier	  has	  to	  be	  pushed	  outwards	  as	  
“progress”	  accelerates.	  On	  the	  other	  hand,	  nature	  is	  also	  perceived	  as	  
inherently	  “good”,	  as	  the	  embodiment	  of	  some	  innate	  superior	  moral	  code	  
that	  has	  been	  subverted	  and	  perverted	  through	  “civilization”	  and	  
“urbanization	  and	  needs	  to	  be	  restored.	  [The	  city]	  is	  often	  branded	  as	  
“evil”,	  harbouring	  the	  underbelly	  of	  modern	  society,	  while	  at	  the	  same	  
time,	  it	  is	  heralded	  as	  the	  pinnacle	  of	  civilization,	  as	  man’s	  triumph	  over	  the	  
barbarism	  of	  uncivilized	  earlier	  times	  and	  as	  a	  hallmark	  of	  the	  success	  of	  the	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project	  for	  pushing	  forwards	  the	  frontier	  of	  a	  wild	  and	  untamed	  “nature”	  
(Kaika,	  2005:	  14).	  
	  
The	  video	  View	  from	  above	  simultaneously	  posits	  the	  urban	  (London)	  in	  a	  discursive	  
relationship	  with	  the	  rural	  (Warwickshire)	  within	  a	  single	  visual/audio	  frame.	  Though	  
historically	  and	  ideologically	  assumed	  to	  be,	  and	  contemporaneously	  posited	  as,	  distinct	  
and	  opposed,	  through	  this	  work	  the	  geographical	  sites	  merge,	  as	  views	  and	  points	  of	  
view.	  The	  urban	  and	  the	  rural	  inform,	  affect,	  and	  come	  to	  define	  each	  other	  
economically,	  socially,	  politically;	  they	  are	  intimately	  related.	  	  
	  
2.5	  	  	  Teletubbyland,	  a	  surveilled	  rural	  idyll	  	  
The	  landing	  site	  of	  the	  Warwickshire	  hot-­‐air	  balloon	  flight	  was	  a	  farmers’	  field	  located	  
approximately	  7	  miles	  from,	  and	  within,	  the	  parish	  of	  Stratford-­‐upon-­‐Avon,	  between	  the	  
rural	  Warwickshire	  villages	  of	  Lower	  Quinton	  and	  Admington.	  By	  propitious	  coincidence	  
this	  landing	  site	  was	  adjacent	  to	  the	  abandoned	  outdoor	  set	  of	  the	  BBC	  children’s	  
television	  famously	  popular	  series	  Teletubbies.236	  Filmed	  on	  actual	  farmland,	  the	  
Teletubbies’	  living	  environment,	  known	  as	  Teletubbyland	  [figs.	  112-­‐113],	  drew	  numerous	  
comparisons,	  as	  previously	  noted,	  with	  Danny	  Boyle’s	  stage	  set	  Green	  and	  Pleasant	  Land	  
for	  the	  London	  2012	  Summer	  Olympic	  Games	  Opening	  Ceremony.	  	  
In	  Teletubbyland	  the	  four	  characters	  Tinky	  Winky,	  Dipsy,	  Laa-­‐Laa	  and	  Po	  (based	  on	  
spacemen)237	  from	  a	  species	  called	  Teletubbies	  (named	  as	  such	  due	  to	  having	  television	  
screens	  for	  stomachs)	  lived	  blissfully	  happy	  in	  a	  highly	  technological,	  rural,	  bucolic,	  idyll,	  
of	  green	  rolling	  grassland,	  flowers	  (digitally	  inserted),	  trees,	  chirping	  birds,	  freely	  
roaming	  rabbits	  (though	  more	  akin	  to	  an	  infestation),	  the	  ever	  present	  bright	  sun,	  and	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
236	  Broadcast	  from	  1997	  to	  2001,	  the	  Teletubbies	  set	  was	  flooded	  in	  2013	  by	  the	  irate	  farmer	  who	  owned	  
the	  land	  on	  which	  Teletubbyland	  was	  located.	  Whilst	  none	  of	  the	  props	  had	  remained	  on	  the	  site	  other	  than	  
the	  Tubbytronic	  Superdome	  (ie	  Teletubby	  home),	  tourists	  continued	  to	  trespass	  the	  farmland	  to	  get	  a	  closer	  
look	  at	  the	  series	  location.	  	  
237	  The	  writer	  Andrew	  Davenport	  based	  the	  characters	  on	  spacemen	  due	  to	  the	  shared	  sense	  of	  excitement	  
and	  physical	  similarities	  between	  spacemen	  in	  spacesuits	  and	  toddlers.	  See	  Tims,	  A.	  (2013)	  How	  we	  made:	  
Teletubbies.	  The	  Guardian,	  3	  June.	  	  <http://www.theguardian.com/tv-­‐and-­‐radio/2013/jun/03/how-­‐we-­‐
made-­‐teletubbies>	  (Accessed	  21	  January	  2014).	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Fig.	  112:	  Teletubbyland	  
	  
	  
Fig.	  113:	  Teletubbies	  characters	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its	  central	  feature	  their	  futuristic	  home	  Tubbytronic	  Superdome.	  With	  the	  accompanying	  
opening	  voiceover	  of	  each	  episode	  “Over	  the	  hills	  and	  far	  away	  Teletubbies	  come	  to	  
play”,238	  the	  rural	  scene	  portrayed	  could	  only	  be	  English.	  This	  was	  indeed	  the	  green	  and	  
pleasant	  land,	  not	  of	  the	  past,	  but	  of	  the	  future.	  
However,	  one	  cannot	  escape	  the	  sinister	  undertone	  of	  this	  pre-­‐school	  series	  (though	  it	  
also	  attained	  a	  cult	  following	  amongst	  adults).	  The	  daily	  lives	  of	  the	  Teletubbies	  were,	  as	  
very	  matter	  of	  fact,	  highly	  surveilled	  under	  attendant	  regulatory	  control.	  From	  sunrise	  
through	  to	  sunset,	  the	  giant	  sun,	  featuring	  a	  gurgling	  baby’s	  face	  –	  a	  panoptic	  infant	  ‘all-­‐
seer’	  –,	  presided	  over	  Teletubbyland.	  Each	  episode	  was	  anchored	  by	  huge	  audio	  
periscopes	  thrust	  phallically	  upwards	  through	  the	  ground,	  and	  through	  which	  the	  
invisible	  ‘controller’	  would	  announce	  (at	  the	  beginning	  of	  the	  episode)	  “Time	  for	  
Teletubbies”,	  signifying	  their	  playtime,	  and	  at	  the	  end	  of	  the	  episode	  “Time	  for	  Tubby	  
bye	  bye”,	  signifying	  the	  end	  of	  the	  episode,	  and	  the	  end	  of	  their	  day.	  	  
The	  Teletubbies	  ‘playtime’	  throughout	  the	  day	  however	  would	  be	  interrupted,	  and	  
further	  regulated,	  by	  a	  ‘higher	  messenger’	  in	  the	  guise	  of	  a	  mechanical	  windmill,	  
communicating	  signals	  to	  the	  Teletubbies	  through	  their	  belly-­‐embedded	  television	  
screens	  and	  headgear	  antennas.	  This	  signal	  would	  initiate	  a	  behavioural	  restrainment	  in	  
the	  Teletubbies	  leading	  to,	  and	  encompassing,	  an	  elementary	  ‘teaching	  and	  learning’	  
segment	  within	  each	  episode.	  The	  programme	  co-­‐creator	  Anne	  Wood	  claims	  that	  
through	  the	  Teletubbies	  programme,	  their	  narrative	  reflected:	  
children's	  experience	  back	  to	  them	  [for]	  it	  was	  a	  world	  in	  which	  technology	  
was	  developing	  at	  an	  extraordinary	  rate:	  children	  were	  growing	  up	  in	  an	  
environment	  where	  objects	  spoke	  from	  the	  walls	  or	  moved	  about	  (Wood,	  
2013).	  
	  
The	  ‘concept	  of	  the	  child’	  Jonathan	  Bignell	  (2005:	  373)	  writes	  in	  relation	  to	  the	  
Teletubbies	  and	  postmodernist	  critique,	  ‘is	  understood	  as	  that	  being	  who	  will	  become	  an	  
adult’	  (Bignell,	  2005:	  373).	  If	  this	  is	  the	  case,	  then	  whatever	  is	  reflected	  back	  to	  children,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
238	  The	  British	  performance	  artist	  Gary	  Stevens	  was	  a	  consultant	  in	  the	  early	  stages	  of	  the	  programme.	  Not	  
only	  did	  he	  feature	  on	  a	  selection	  of	  voiceovers,	  he	  also	  did	  the	  vocals	  for	  the	  theme	  tune	  that	  topped	  the	  
British	  music	  charts	  in	  1997.	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as	  Wood	  claims,	  would	  not	  only	  be	  done	  so	  on	  this	  understanding,	  but	  also	  become	  
entrenched	  in	  their	  young	  impressionable	  psyche	  and	  perpetuated	  throughout	  
adulthood.	  Problematically	  in	  the	  case	  of	  the	  Teletubbies,	  the	  surveilled	  regulatory	  
control,	  as	  enacted	  through	  their	  technologically	  regimented	  behaviour,	  would	  act	  as	  a	  
subliminal	  lesson	  in	  authoritative	  obedience,	  and	  the	  portrayal	  of	  Teletubbyland	  as	  a	  
sunshine	  enveloped,	  blissfully	  happy,	  and	  what	  Edward	  Blishen	  terms,	  the	  literary	  
notion	  of	  the	  country	  as	  ‘the	  scene	  for	  playful	  adventure’	  (Blishen,	  1984:	  18)	  would	  
perpetuate	  the	  mythical	  cultural	  view	  of	  the	  English	  rural	  idyll.239	  
	  
2.6	  	  	  Private	  public	  viewing	  above	  the	  Thames	  
The	  ‘lead	  in’	  to	  the	  commencement	  of	  the	  London	  2012	  Summer	  Olympic	  Games	  
Opening	  Ceremony	  was	  a	  video	  tracing	  the	  source	  of	  the	  River	  Thames	  from	  a	  small	  
trickle	  in	  the	  Cotswolds,	  Gloucestershire,	  all	  the	  way	  through	  (approximately	  200	  miles)	  
to	  the	  Olympic	  Stadium	  itself	  located	  in	  Stratford,	  east	  London.240	  	  This	  video	  ‘journey’	  
along	  the	  Thames	  (using	  a	  mixture	  of	  video	  footage	  and	  computer-­‐generated	  imagery),	  
featured	  British	  cultural	  references:	  plush	  green	  landscapes,	  picturesque	  villages,	  iconic	  
London	  sights,	  sounds,	  music,	  popular	  culture,	  interspersed	  with	  live	  broadcast	  feeds	  
from	  the	  opening	  ceremony’s	  scenographic	  Green	  and	  Pleasant	  Land.	  When	  the	  video	  
sequence	  journey	  ‘arrived’	  in	  East	  London,	  the	  familiar	  first	  few	  audio	  beats	  of	  the	  
opening	  title	  sequence	  of	  the	  long	  running	  BBC	  Television	  soap	  opera	  EastEnders241	  was	  
accompanied	  by	  an	  assimilation	  of	  its	  equally	  familiar	  opening	  title	  sequence	  imagery	  of	  
the	  satellite	  image	  of	  East	  London	  viewed	  from	  above	  [fig.	  114].	  The	  video	  sequence	  
subsequently	  zoomed	  down	  onto	  the	  surface	  of	  the	  River	  Thames	  travelling	  past	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
239	  On	  13	  June	  2014,	  the	  BBC	  announced	  that	  it	  had	  ordered	  60	  new	  episodes	  of	  the	  Teletubbies	  for	  their	  
childrens’	  television	  channel	  CBeebies.	  	  
240	  (09.37min).	  Opening	  Ceremony,	  London	  2012	  Olympic	  Games.	  Available	  on:	  
<http://www.youtube.com/watch?v=4As0e4de-­‐rI>	  (Accessed	  10	  August	  2013).	  
241	  First	  broadcast	  on	  BBC1	  in	  1985.	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Emirates	  Air	  Line242	  cable	  car	  [fig.	  115]	  until	  it	  eventually	  arrived	  at	  the	  Olympic	  Stadium	  
for	  the	  commencement	  of	  the	  broadcast	  section	  of	  the	  opening	  ceremony.	  	  
The	  opening	  title	  sequence	  of	  the	  soap	  opera	  EastEnders	  itself,	  begins	  with	  a	  close	  up	  
aerial	  view	  of	  the	  surface	  of	  the	  River	  Thames	  from	  above	  [fig.	  116].	  As	  the	  sequence	  
slowly	  zooms	  out	  (in	  reverse	  of	  the	  Olympic	  broadcast	  sequence),	  it	  reveals	  its	  starting	  
location	  adjacent	  to	  The	  O2	  Arena	  on	  the	  Greenwich	  Peninsula	  [fig.	  117],	  before	  ending	  
on	  a	  static	  aerial	  image	  of	  a	  view	  of	  East	  London	  from	  above	  [fig.	  118].	  Reminiscent	  of	  
Google	  Earth	  satellite	  imagery,	  since	  it	  was	  first	  broadcast	  in	  1985243	  the	  sequence	  has	  
only	  had	  minor	  changes	  from	  the	  original	  analogue	  map	  image	  created	  from	  black	  and	  
white	  aerial	  photographs	  pasted	  onto	  a	  large	  board,	  to	  its	  current	  digital	  incarnation	  
composed	  of	  colour	  aerial	  photographs	  taken	  in	  the	  1990s	  by	  its	  original	  creator	  Alan	  
Jeapes.	  	  
The	  current	  sequence	  assimilates	  the	  appearance	  of	  a	  digital	  3D	  rendered	  map.244	  The	  
precise	  location	  of	  the	  first	  few	  frames	  of	  this	  sequence,	  showing	  the	  close	  up	  view	  of	  
the	  surface	  of	  the	  River	  Thames,	  lies	  precisely	  underneath	  the	  aerial	  trajectory	  of	  the	  
Emirates	  Air	  Line	  cable	  car	  as	  it	  spans	  the	  Thames	  from	  above	  (in	  the	  Olympic	  opening	  
ceremony	  video	  we	  travel	  past	  the	  Air	  Line).	  The	  aerial	  trajectory	  from	  the	  Royal	  Victoria	  
Dock	  to	  the	  Greenwich	  Peninsula	  is	  eventually	  ‘revealed’	  throughout	  the	  EastEnders	  
opening	  title	  sequence.	  Whilst	  the	  permanent	  structure	  of	  the	  Air	  Line	  has	  not	  as	  yet	  
been	  added	  to	  the	  EastEnders	  opening	  title	  imagery,	  two	  relatively	  recent	  urban	  
redevelopment	  projects	  undertaken	  on	  the	  East	  London	  urbanscape,	  do	  feature	  in	  the	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
242	  The	  Emirates	  Air	  Line	  is	  a	  cable	  car	  service	  that	  spans	  the	  River	  Thames	  from	  the	  Royal	  Dock	  across	  to	  the	  
Greenwich	  Peninsula.	  It	  opened	  in	  June	  2012.	  It	  is	  currently	  sponsored	  by	  the	  Emirates	  Airline	  company,	  
hence	  the	  name	  logo.	  
243	  The	  opening	  title	  sequence	  concept	  was	  created	  and	  designed	  by	  Alan	  Jeapes	  in	  1985.	  
244	  Whilst	  this	  image	  appears	  to	  be	  a	  satellite	  image	  it	  is	  in	  fact,	  as	  stated,	  composed	  of	  aerial	  images	  
captured	  from	  the	  height	  of	  an	  aeroplane	  and	  then	  processed	  in	  3D	  computer	  software	  with	  the	  addition	  of	  
moving	  clouds,	  shadows,	  and	  colourisation.	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Fig.	  114:	  London	  2012	  Olympic	  Games	  Opening	  Ceremony	  ‘lead	  in’	  video	  still	  of	  view	  above	  East	  London,	  27	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  July,	  2012	  	  	  	  	  	  	  
	  
	  	  	  	  
	  
Fig.	  115:	  London	  2012	  Olympic	  Games	  Opening	  Ceremony	  ‘lead	  in’	  video	  still	  of	  view	  of	  Emirates	  Airline	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  cable	  car	  service	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  Fig.	  116:	  Surface	  of	  the	  River	  Thames	  from	  above,	  EastEnders	  	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  117:	  The	  O2	  Arena	  on	  the	  Greenwich	  Peninsula,	  EastEnders	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  118:	  East	  London	  from	  above,	  EastEnders	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EastEnders	  ‘map’	  locale:245	  the	  Millennium	  Dome246	  (rebranded	  The	  O2	  Arena	  in	  2005),	  
added	  in	  1999,	  and	  in	  the	  episode	  aired	  on	  New	  Year’s	  Day	  2012,	  the	  London	  2012	  
Olympic	  Park	  (renamed	  post	  London	  2012	  Summer	  Olympic	  Games,	  as	  Queen	  Elizabeth	  
Olympic	  Park).	  	  
The	  Millennium	  Dome247	  was	  constructed	  under	  the	  auspices	  of	  the	  third	  millennium	  
celebrations,	  hosting	  the	  Millennium	  Experience	  throughout	  the	  year	  2000,	  as	  a	  World	  
Exhibitions	  comparable	  event.248	  The	  modern	  summer	  Olympic	  Games	  were	  themselves,	  
in	  their	  early	  manifestations,	  held	  alongside,	  and	  as	  part	  of	  World	  Exhibitions,	  starting	  
with	  the	  second	  modern	  summer	  Olympic	  Games	  in	  Paris	  in	  1900.249	  EastEnders	  itself	  
was	  not	  only	  referenced	  in	  Danny	  Boyle’s	  Isles	  of	  Wonder	  opening	  ceremony	  but	  the	  
EastEnders	  opening	  title	  sequence	  map	  is	  also	  alleged	  to	  have	  inspired	  Boyle	  to	  cover	  
the	  centre	  field	  of	  the	  stadium	  for	  the	  Pandemonium	  section	  of	  the	  narrative,	  with	  a	  
map	  of	  London	  resembling	  the	  EastEnders	  map.	  At	  the	  time	  of	  writing	  this	  thesis	  in	  
2014,	  the	  map	  in	  its	  construction	  stage,	  is	  still	  available	  to	  view	  on	  the	  satellite	  imagery	  
online	  database	  of	  Google	  maps	  [fig.	  119].	  The	  ‘fiction’	  of	  EastEnders	  (as	  soap	  opera)	  
and	  the	  ‘reality’	  of	  the	  Olympic	  Park	  (as	  urban	  redevelopment)	  are	  further	  interwoven	  in	  
their	  geographic	  locations.	  The	  E20	  postcode	  has	  been,	  since	  EastEnders	  was	  first	  
broadcast	  in	  1985,	  the	  fictional	  postcode	  of	  the	  fictional	  London	  Borough	  of	  Walford	  
where	  EastEnders	  is	  set.	  Prior	  to	  the	  opening	  of	  the	  London	  2012	  Olympic	  Games,	  the	  
Olympic	  Park,	  housing	  the	  athletes’	  village	  and	  the	  main	  sports	  venues,	  was	  assigned	  the	  
postcode	  of	  E20.	  To	  this	  day,	  both	  the	  ‘real’	  Queen	  Elizabeth	  Olympic	  Park,250	  as	  it	  has	  
been	  renamed,	  and	  the	  ‘fictional’	  Walford	  in	  EastEnders,	  continue	  to	  be	  located	  in	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
245	  The	  location	  of	  the	  fictional	  Borough	  of	  Walford	  where	  EastEnders	  is	  ‘set’	  does	  not	  appear	  on	  the	  map.	  
Albert	  Square	  the	  centre	  point	  of	  EastEnders	  and	  around	  which	  the	  community	  radiates	  is	  based	  on	  Fassett	  
Square	  in	  Hackney,	  east	  London.	  
246	  Having	  taken	  the	  colour	  aerial	  photographs	  before	  the	  Millennium	  Dome	  was	  built,	  Jeapes	  created	  the	  
Dome	  image	  on	  the	  computer	  from	  the	  construction	  plans.	  
247	  By	  the	  architect	  Richard	  Rogers.	  
248	  The	  nature	  of	  World	  Exhibitions	  are	  discussed	  in	  Chapter	  One.	  
249	  In	  1904	  alongside	  the	  Louisiana	  Purchase	  Exposition,	  St	  Louis,	  United	  States,	  and	  in	  1908	  in	  London,	  
alongside	  the	  Franco-­‐British	  Exhibition.	  
250	  The	  Park	  consisting	  of	  open	  spaces,	  sporting	  venues	  and	  homes,	  is	  at	  the	  time	  of	  writing	  still	  opening	  in	  
stages	  to	  the	  public,	  as	  it	  continues	  to	  be	  developed.	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London	  postal	  district	  of	  E20.	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  119:	  East	  London	  map	  of	  Pandemonium	  set	  viewed	  in	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Google	  maps	  satellite	  imagery.	  
	  
	  
The	  location	  and	  function	  (both	  spectacular	  and	  pragmatic),	  together	  with	  both	  the	  
associated	  and	  inherent	  socio-­‐economic	  histories	  of	  the	  cable	  car,	  as	  the	  Emirates	  Air	  
Line	  is,	  the	  Millennium	  Dome	  (as	  it	  was	  formerly	  named),	  and	  the	  imaginary	  and	  actual	  
interrelationship	  of	  a	  long	  running	  television	  serial	  with	  urban	  regeneration,	  provide	  the	  
context	  for	  the	  video	  work	  360˚	  North	  360˚	  South.	  Made	  in	  2013-­‐14,	  the	  7	  minutes	  21	  
seconds	  split	  screen	  HD	  digital	  video,	  positions	  the	  viewer	  in	  the	  glass	  enclosed	  Emirates	  
Air	  Line	  cable	  car	  as	  it	  executes	  a	  360˚	  circuit	  above	  the	  River	  Thames	  from	  the	  Royal	  
Victoria	  Dock	  to	  the	  Greenwich	  Peninsula	  [figs.	  120-­‐123].	  “Reaching	  a	  cruising	  altitude	  of	  
295	  feet”,	  the	  viewer	  (and	  passenger)	  is	  transported	  aloft	  during	  the	  one	  kilometre	  
journey.	  Through	  the	  two	  simultaneous	  video	  views,	  travelling	  from	  north	  to	  south	  on	  
the	  left	  screen	  and	  south	  to	  north	  on	  the	  right	  screen,	  the	  panoramic	  view	  of	  the	  
environs	  recedes	  on	  the	  horizons,	  with	  the	  horizon	  lines	  constantly	  shifting	  and	  only	  
‘meeting’	  momentarily.	  ‘Down	  below’	  can	  be	  sighted	  from	  its	  360˚	  scope,	  luxury	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residential	  developments,	  leisure	  (hotels),	  entertainment	  complexes	  (ExCeL	  Exhibition	  
Centre,	  The	  O2	  Arena),	  London	  City	  Airport,	  the	  (second)	  financial	  centre	  of	  Canary	  
Wharf,	  and	  the	  London	  City	  skyline,	  juxtaposed	  alongside	  remnants	  of	  the	  areas’	  past	  
industrialisation	  and	  housing.	  	  
The	  location	  and	  route	  of,	  and	  view	  from,	  the	  Air	  Line,	  is	  an	  area	  that	  was	  earmarked	  
for,	  and	  continues	  to	  undergo	  a	  process	  of	  regeneration	  since	  the	  1970s.	  Highlighted	  by	  
the	  Labour	  Government	  at	  the	  time	  as	  an	  area	  for	  future	  development,	  it	  was	  the	  
Conservative	  government	  under	  the	  leadership	  of	  Margaret	  Thatcher	  that	  had	  the	  most	  
impact,	  changing	  the	  face	  of	  not	  only	  this	  area	  of	  East	  London	  but	  also	  much	  of	  the	  UK.	  
Under	  the	  aegis	  of	  the	  London	  Docklands	  Development	  Corporation,	  an	  agency	  set	  up	  
by	  the	  Conservative	  Government	  in	  1981	  to	  undertake	  the	  regeneration	  of	  the	  East	  
London	  boroughs	  of	  Tower	  Hamlets,	  Newham,	  and	  Southwark	  (much	  of	  which	  was	  
through	  compulsory	  purchase	  orders),251	  this	  area	  is	  still,	  three	  decades	  later,	  at	  the	  
forefront	  of	  a	  political	  economic	  agenda	  of	  regeneration.	  So	  much	  so	  that	  the	  
immediate	  environs	  of	  the	  view	  through	  the	  glass	  enclosed	  Air	  Line,	  constituting	  the	  
Royal	  Docks,	  is	  the	  country’s	  largest	  Enterprise	  Zone.252	  Awarded	  the	  Enterprise	  Zone	  
status	  in	  2011,	  the	  view	  afforded	  from	  the	  perspective	  of	  the	  Air	  Line	  was	  described	  by	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
251	  Similar	  agencies	  were	  initiated	  across	  cities	  in	  the	  UK.	  In	  the	  North	  East	  for	  example	  the	  Tyne	  and	  Wear	  
Development	  Corporation	  was	  set	  up	  in	  the	  late	  1980s	  with	  the	  premise	  to	  develop	  the	  banks	  along	  the	  
River	  Tyne	  and	  the	  River	  Wear.	  The	  Quayside	  in	  Newcastle	  upon	  Tyne	  and	  the	  Gateshead	  Quays	  as	  they	  are	  
today	  incorporating	  luxury	  hotels	  and	  residential	  apartments,	  and	  the	  Baltic	  Centre	  of	  Contemporary	  Art,	  
are	  a	  direct	  result	  of	  the	  regeneration	  along	  the	  banks	  of	  the	  Tyne.	  Under	  the	  auspices	  of	  this	  regeneration,	  
warehouses	  aligning	  both	  rivers	  were	  pulled	  down	  or	  redeveloped.	  Prior	  to	  and	  in	  negotiation	  with	  the	  Tyne	  
and	  Wear	  Development	  Corporation	  major	  art	  exhibitions	  of	  site-­‐specific	  and	  performance	  based	  works	  
were	  staged	  within	  warehouse	  spaces	  and	  land	  earmarked	  for	  development:	  The	  First	  Tyne	  International	  
Exhibition	  of	  Contemporary	  Art,	  1990	  (part	  of	  which	  was	  held	  within	  the	  National	  Garden	  Festival	  site	  in	  
Gateshead.	  One	  of	  five	  to	  take	  place	  across	  the	  UK	  between	  the	  mid	  1980s	  and	  early	  1990s,	  these	  festivals	  
were	  part	  of	  a	  cultural	  regeneration	  programme	  held	  on	  previously	  derelict	  land.	  Attractions	  on	  the	  vast	  
landscaped	  sites	  included	  ferris	  wheels,	  monorails	  and	  art	  exhibits);	  Edge	  90	  (curated	  by	  Rob	  La	  Frenais),	  
and	  Time	  and	  Tide,	  Second	  International	  Festival	  of	  Contemporary	  Art,	  1993	  (curated	  by	  Corinne	  Diserens,	  
project	  managed	  by	  James	  Peto	  and	  Mike	  Collier	  from	  Tyne	  &	  Wear	  Museums).	  The	  television	  broadcast	  
SEARCH	  (1993),	  discussed	  earlier	  in	  this	  thesis,	  was	  co-­‐commissioned	  by	  Locus	  +	  and	  the	  Second	  
International	  Festival	  of	  Contemporary	  Art	  for	  Time	  and	  Tide.	  	  
252	  Enterprise	  Zones	  offer	  financial	  incentives	  like	  Business	  Rates	  relief	  to	  new	  or	  expanding	  businesses	  that	  
locate	  their	  premises	  in	  these	  zones.	  









Fig.	  120-­‐123:	  360˚	  North	  360˚	  South	  (video	  stills,	  2013-­‐14)	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the	  London	  Mayor	  Boris	  Johnson	  in	  June	  2012	  (‘after	  declaring	  that	  his	  first	  trip	  made	  
him	  feel	  like	  the	  Russian	  cosmonaut	  Yuri	  Gagarin’)	  (Booth,	  2012)	  as	  a	  “panorama	  of	  the	  
most	  opportunity-­‐rich	  area	  of	  the	  city”	  (Booth,	  2012).	  The	  Royal	  Docks	  are	  marketed	  as	  
‘the	  capital’s	  next	  business	  district,	  delivered	  by	  the	  Mayor	  of	  London	  as	  a	  major	  
landowner,	  private	  sector	  partners	  and	  the	  London	  Borough	  of	  Newham’	  (Greater	  
London	  Authority).	  The	  ‘vision’	  by	  the	  Mayor	  of	  London	  and	  the	  Mayor	  of	  Newham	  is	  to:	  	  
Redefine	  the	  Royal	  Docks	  not	  as	  somewhere	  at	  the	  edge	  of	  the	  city	  but	  as	  a	  
place	  with	  its	  own	  centre	  of	  gravity	  and	  a	  clear	  identity	  of	  its	  own.	  We	  
intend	  to	  revive	  the	  vitality,	  entrepreneurship	  and	  wealth-­‐creation	  of	  the	  
Royal	  Docks’	  trading	  past	  with	  a	  vibrant	  urban	  quarter	  that	  fulfils	  a	  vital	  role	  
in	  the	  21st	  century	  economy	  (Mayor	  of	  London,	  2011a).	  	  
	  
To	  this	  end	  public	  and	  private	  sector	  collaboration	  will	  ‘make’	  the	  Royal	  Docks	  a	  ‘great	  
place	  with	  high-­‐quality	  public	  realm,	  water	  and	  green	  spaces,	  buildings,	  and	  well-­‐
connected	  communities’	  (Mayor	  of	  London,	  2011b).	  One	  of	  the	  developments	  –	  Royal	  
Wharf	  –	  a	  ‘high	  end’	  residential	  neighbourhood	  that	  covers	  38	  acres	  of	  land,	  is	  marketed	  
as:	  ‘The	  traditional	  village	  re-­‐imagined’	  (Royal	  Wharf	  Brochure,	  2014:	  46).	  Owned	  by	  the	  
Singapore	  Developer	  Oxley,	  the	  ‘village’,	  which	  through	  its	  marketing	  website	  is	  lauded	  
as	  a	  ‘great	  estate’,	  is	  based	  on	  the	  Georgian	  model	  (and	  as	  consumable	  model)	  of	  
exclusive	  Belgravia	  and	  Fitzrovia	  in	  London.253	  With	  45%	  of	  open	  ‘private’	  space	  for	  
public	  use,	  including	  four	  new	  squares,	  the	  developers	  see	  the	  model	  of	  the	  Georgian	  
estate	  as	  one	  in	  which:	  
the	  greatest	  legacy	  of	  the	  principles	  that	  were	  at	  work	  is	  the	  London	  city	  
square,	  that	  stately	  symbol	  of	  residential	  distinction	  and	  an	  ingenious	  way	  
to	  bring	  focus,	  space	  and	  greenery	  to	  the	  great	  estates	  in	  all	  places	  from	  
Kensington	  to	  Bloomsbury	  (Royal	  Wharf	  Brochure,	  2014:47).	  
	  
This	  is	  the	  Georgian	  estate	  that	  Anna	  Minton	  (The	  Guardian,	  2012)	  rightly	  points	  out	  
was:	  
[A]	  pre-­‐democratic	  model	  of	  land	  ownership.	  Today,	  the	  Georgian	  squares	  
and	  terraces	  are	  part	  of	  the	  fabric	  of	  the	  city,	  but	  what	  is	  no	  longer	  visible	  is	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
253	  See:	  <http://www.royalwharf.com/>.	  
	   159	  
that	  these	  places	  were	  once	  barricaded	  and	  closed	  to	  the	  public	  	  
(Minton,	  2012).	  
	  
This	  regeneration	  and	  gentrification	  model	  exemplifies	  what	  David	  Harvey	  (1990:	  264)	  
calls:	  
the	  ‘recuperation	  of	  "history"	  (real,	  imagined,	  or	  simply	  re-­‐created	  as	  
pastiche)	  and	  of	  "community"	  (again,	  real,	  imagined,	  or	  simply	  packaged	  for	  
sale	  by	  producers),	  and	  the	  need	  for	  embellishment	  decoration,	  and	  
ornamentation	  that	  could	  function	  as	  so	  many	  codes	  and	  symbols	  of	  social	  
distinct	  (Harvey,	  1990:	  264).	  
	  
It	  is	  a	  ‘feature’	  of	  capitalist	  urbanisation,	  he	  continues,	  that	  although	  not	  new,	  ‘have	  
become	  of	  much	  greater	  significance	  since	  1972’	  (Harvey,	  1990:	  264),254	  and	  become	  
‘essential	  selling	  gimmicks	  to	  the	  producers	  of	  built	  environments’	  (Harvey,	  1990:	  267).	  
A	  visual	  re-­‐imagining	  of	  past	  times	  through	  urban	  regeneration	  is	  utopian	  in	  principle.	  It	  
re-­‐imagines	  somewhere	  ‘good’,	  a	  visual	  model	  that	  can	  be	  applied	  ‘anywhere’.	  David	  
Pinder	  (2005:	  13)	  suggests	  that	  in	  urban	  regeneration	  there	  is	  a	  tendency	  for	  space	  to	  be	  
considered	  a	  ‘distinct	  realm	  as	  if	  it	  were	  the	  preserve	  of	  specialists	  such	  as	  architects	  
and	  planners’	  (Pinder,	  2005:	  22,	  and	  through	  which:	  	  
Strands	  of	  utopian	  urbanism	  often	  appear	  in	  the	  form	  of	  neoliberal	  visions	  
of	  the	  market,	  as	  an	  ideal	  realm	  of	  free	  exchange	  and	  consumer	  
satisfaction,	  running	  smoothly	  with	  flows	  of	  money	  and	  commercialised	  
desire	  (Pinder,	  2005:	  13).	  
	  
This	  utopian	  vision	  is	  followed	  through	  in	  the	  view	  ‘offered’	  by	  the	  video	  work	  360˚	  
North	  360˚	  South;	  it	  posits	  the	  viewing	  perspective	  from	  a	  private	  for	  public	  use	  glass	  
enclosed	  ‘container’	  that	  was	  developed	  by	  Transport	  for	  London	  as	  a	  privately	  funded	  
river	  crossing.255	  The	  temporal	  ‘journey’	  of	  the	  split-­‐screen	  video	  goes	  nowhere.	  Louis	  
Marin	  writes	  that	  ‘utopias	  tend	  to	  begin	  with	  a	  travel,	  a	  departure	  and	  a	  journey	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
254	  Harvey	  cites	  1972	  as	  a	  date	  symbolising	  a	  number	  of	  transitions	  in	  what	  he	  calls	  the	  ‘political	  economy	  of	  
advanced	  capitalism’:	  a	  ‘new’	  and	  ‘different	  regime	  of	  capital	  accumulation’,	  Charles	  Jencks	  dating	  of	  the	  
‘symbolic	  end	  of	  modernist	  architecture	  and	  the	  passage	  to	  the	  post-­‐modern’.	  For	  further	  explications	  see	  
Harvey,	  D.	  (1990)	  Flexible	  accumulation	  through	  urbanization	  reflections	  on	  "Post-­‐Modernism"	  in	  the	  
American	  city.	  Perspecta,	  vol.	  26,	  Theater,	  Theatricality,	  and	  Architecture,	  pp.	  251-­‐272.	  	  
255	  The	  sixty	  million	  pound	  cable	  car	  system	  had	  an	  investment	  of	  thirty	  six	  million	  pounds	  by	  the	  Emirates	  
airline	  giving	  them	  naming	  rights	  for	  10	  years.	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[through	  which]	  the	  process	  of	  travel	  may	  be	  a	  way	  of	  displaying	  […]	  a	  utopian	  space’	  
(Marin,	  1993:	  414	  -­‐	  415).	  The	  ‘utopian	  moment	  and	  the	  space	  of	  travel’	  he	  continues:	  
consists	  in	  opening	  up	  […]	  in	  the	  tracing	  out	  of	  its	  route,	  a	  nowhere,	  a	  place	  
without	  place,	  a	  moment	  out	  of	  time,	  the	  truth	  of	  a	  fiction,	  the	  syncopation	  
of	  an	  infinity	  and	  paradoxically	  its	  limit,	  its	  frontier	  (Marin,	  1993:	  415).	  	  
	  
	  The	  private	  for	  public	  consumption	  Air	  Line	  is	  an	  integral	  and	  interrelated	  part	  of	  the	  
regeneration	  of	  the	  area	  below;	  it	  is	  a	  highly	  regulated	  ‘space’,	  controlling	  what	  we	  
‘view’	  and	  from	  where	  we	  view	  it.	  	  
	  
2.7	  	  	  The	  view	  belongs	  to	  ‘everyone’	  	  
Architectural	  towers	  representing	  both	  the	  holy	  city,	  as	  discussed	  earlier	  in	  this	  chapter	  
the	  symbolic	  New	  Jerusalem	  (city	  of	  God)	  embraced	  by	  William	  Blake	  in	  his	  poem	  And	  
Did	  Those	  Feet	  In	  Ancient	  Time,256	  and	  Danny	  Boyle	  through	  the	  London	  2012	  Summer	  
Olympic	  Games	  Opening	  Ceremony,	  and	  secular	  civic	  city,	  permeate	  medieval	  painting	  
imagery.	  Historically	  the	  visibility	  and	  image	  of	  the	  tower	  as	  structure,	  in	  its	  religious	  or	  
secular	  form,	  has	  symbolised	  what	  Theodore	  Ziolkowski	  notes,	  as	  the	  ‘human	  desire	  to	  
transcend	  the	  restraints	  of	  temporal	  existence	  and	  restore	  the	  contact	  between	  heaven	  
and	  earth	  that	  was	  shattered	  by	  the	  Fall’	  (Ziolkowski,	  1998:	  7).	  Paradoxically	  its	  imagery	  
has	  also	  stood	  as	  an	  allegory	  for	  the	  pride	  and	  arrogance	  of	  human	  achievement	  as	  
exemplified	  through	  the	  story	  of	  the	  Tower	  of	  Babel	  from	  the	  Book	  of	  Genesis.257	  
Towers,	  as	  architectural	  markers,	  visually	  dominated	  the	  urban	  skyline	  in	  the	  tenet	  of	  
European	  cities	  and	  towns.	  ‘The	  term	  “city”’,	  notes	  David	  Harvey:	  	  
has	  an	  iconic	  and	  symbolic	  history	  that	  is	  deeply	  embedded	  in	  the	  pursuit	  of	  
political	  meanings.	  The	  city	  of	  God,	  the	  city	  on	  a	  hill,	  the	  relationship	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
256	  The	  lyrics	  of	  this	  poem	  constitute	  the	  hymn	  Jerusalem.	  
257	  The	  Book	  of	  Genesis	  is	  the	  first	  book	  of	  the	  Christian	  Old	  Testament	  and	  the	  Hebrew	  Bible.	  The	  Tower	  of	  
Babel	  tells	  the	  story	  of	  humanity	  joined	  together	  in	  one	  language	  building	  a	  city	  and	  a	  tower	  in	  the	  east	  to	  
reach	  up	  to	  the	  heavens	  and	  make	  a	  ‘name	  for	  themselves’.	  Deciding	  that,	  if	  this	  communality	  was	  
achieved,	  nothing	  would	  be	  beyond	  the	  reach	  of	  humanity,	  God	  ‘confused’	  their	  language	  and	  scattered	  
them	  all	  over	  the	  earth.	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between	  the	  city	  and	  citizenship	  –	  the	  city	  as	  an	  object	  of	  utopian	  desire,	  as	  
a	  distinctive	  place	  of	  belonging	  within	  a	  perpetually	  shifting	  spatio-­‐
temporal	  order	  –	  all	  give	  it	  a	  political	  meaning	  that	  mobilizes	  a	  crucial	  
political	  imaginary	  (Harvey,	  2012:	  xvi-­‐xvii).	  
	  
In	  medieval	  times	  towers,	  as	  components	  of	  church	  buildings,	  were	  not	  only	  symbols	  of	  
architectural	  religiosity	  and	  its	  attendant	  authoritative	  power,	  but	  also	  of	  civic	  and	  state	  
power,	  authority,	  and	  governance,	  as	  Ziolkowski	  writes:	  	  
In	  the	  centuries	  before	  town	  halls	  were	  built,	  most	  important	  civil	  legal	  
actions	  –	  notably	  court	  hearings,	  marriages,	  town	  meetings	  –	  took	  place	  in	  
the	  porch	  of	  the	  west	  façade	  beneath	  the	  tower’	  (Ziolkowski,	  1998:	  18).	  
	  
In	  the	  form	  of	  church	  belfries,	  clock	  towers,	  turrets,	  and	  watchtowers,	  towers	  have	  
historically	  been	  located	  in	  the	  main	  public	  square	  (market	  place,	  piazza,	  forum	  etc)	  of	  
towns	  and	  cities,	  often	  enclosed	  by	  religious,	  and	  civic	  edifice.	  The	  ‘scale	  and	  location	  
choice’,	  Kaika	  and	  Thielen	  (2006:	  59)	  state:	  	  
worked	  in	  synergy	  towards	  accentuating	  the	  symbolic	  character	  of	  
these	  monuments,	  and	  cast	  in	  stone,	  quite	  literally,	  the	  power	  of	  
authoritative	  institutions	  […]	  The	  buildings	  were	  committed	  to	  be	  standing	  
proudly	  for	  as	  long	  as	  the	  authority	  that	  they	  represented	  remained	  in	  
power	  (Kaika	  and	  Thielen,	  2006:	  59).	  
	  
Church	  bells	  ringing	  from	  the	  belfries	  and	  clock	  towers	  provided	  the	  sonority	  where	  
sacred	  and	  secular	  time	  met,	  acting	  (from	  the	  late	  Middle	  Ages	  onwards)	  as	  the	  first	  
public	  time	  signal	  to	  govern	  everyday	  life	  in	  Europe.	  Having	  arisen	  out	  of	  religious	  and	  
civic	  authority	  this	  public	  time	  signal	  was	  central	  to	  European	  urban	  communities.	  The	  
bells	  signalled	  the	  start	  and	  end	  of	  the	  workday,	  the	  opening	  and	  closing	  of	  markets,	  to	  
announce	  military	  victories;	  it	  was	  disciplinary.	  The	  audibility	  of	  the	  centrally	  located	  
town	  or	  village	  bells	  delineated	  the	  extent	  to	  which	  the	  municipality	  grew,	  the	  travelling	  
sounds	  of	  the	  bells	  providing	  markers	  for	  the	  territorial	  boundary.	  Thus	  the	  tower,	  civic	  
buildings,	  and	  the	  main	  public	  square	  marked	  the	  most	  important	  architectural	  
structures	  and	  spatial	  locality	  in	  the	  town	  or	  city;	  aesthetically	  and	  physically,	  they	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manifested,	  represented,	  and	  symbolised	  the	  power	  and	  governance	  of	  the	  religious	  
and	  civic	  authorities	  over	  its	  citizen	  population.258	  	  
Centuries	  later	  the	  events	  of	  11	  September	  2001	  (9/11),259	  when	  two	  commercial	  
passenger	  airlines	  were	  hijacked	  and	  purposely	  flown	  into	  the	  Twin	  Towers	  of	  the	  World	  
Trade	  Center	  in	  New	  York,	  confirmed	  the	  legacy	  –	  albeit	  on	  this	  occasion	  in	  the	  United	  
States	  –	  of	  the	  historicised	  aesthetic	  image	  and	  signifier	  of	  the	  tower	  in	  the	  city	  within	  
Western	  historiography.	  The	  construction	  of	  towers	  evolved	  from	  the	  exclusivity	  of	  
church,	  royal,	  military,	  and	  civic	  structures,	  with	  their	  authoritative	  power	  over	  its	  
citizen	  population,	  to	  that	  of	  the	  private,	  corporate,	  capitalist	  skyscraper,	  with	  its	  
neoliberal	  driven	  economic	  power,	  providing,	  as	  Mark	  Wigley	  writes,	  ‘a	  fixed	  visible	  face	  
for	  an	  unfixed,	  invisible	  and	  carnivorous	  organization’	  (Wigley,	  2004:	  108).	  The	  Twin	  
Towers,	  iconic	  symbols	  of	  Western	  economic,	  political,	  and	  cultural	  power	  and	  
influence,	  were	  specifically	  targeted	  for	  symbolically	  aesthetic	  and	  physical	  attacks	  on	  a	  
global	  image	  and	  signifier.	  ‘The	  key	  symbolic	  role	  of	  the	  World	  Trade	  Center’,	  Wigley	  
notes:	  
the	  rationale	  for	  both	  its	  design	  and	  its	  destruction,	  was	  to	  represent	  the	  
global	  marketplace	  […]	  super-­‐solid,	  super-­‐visible,	  super-­‐located	  buildings	  
stood	  as	  a	  figure	  for	  the	  dematerialized,	  invisible,	  placeless	  market	  	  
(Wigley,	  2004:	  106).	  	  
	  
Completed	  in	  1973,	  the	  glass,	  steel	  and	  concrete	  Twin	  Towers	  were	  at	  the	  time,	  the	  
tallest	  building(s)	  in	  the	  world	  standing	  at	  110	  storeys	  each,	  a	  height	  of	  1360	  feet	  	  
[fig.	  124].	  Built	  in	  the	  Financial	  District	  of	  New	  York,	  they	  both	  housed	  and	  symbolised	  
the	  global	  financial	  economy	  of	  Western	  capitalism.	  The	  origins	  of	  the	  idea	  of	  building	  a	  
World	  Trade	  Center	  was	  originally	  conceived	  at	  the	  1939	  New	  York	  World’s	  Fair,	  with	  
the	  construction	  of	  a	  World	  Trade	  Center	  pavilion	  dedicated	  to	  ‘world	  peace	  through	  
trade’	  (Port	  Authority	  of	  New	  York	  and	  New	  Jersey).	  This	  idea	  was	  revived	  years	  later	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
258	  A	  caveat	  however	  is	  that	  in	  many	  instances	  the	  square	  located	  immediately	  outside	  the	  church	  building	  
(attached	  to	  which	  were	  religious	  towers/spires)	  belonged	  either	  to	  the	  church	  itself,	  and	  so	  its	  physical	  
authority	  extended	  beyond	  its	  architectural	  walls,	  or	  as	  Richard	  Sennett	  (1990:	  17)	  notes,	  became	  ‘no-­‐man’s	  
land’.	  Sennet,	  R.	  (1990)	  The	  conscience	  of	  the	  eye:	  The	  design	  and	  social	  life	  of	  cities.	  Reprint,	  New	  York	  and	  
London:	  W.	  W.	  Norton	  &	  Company,	  1992,	  p.	  17.	  
259	  This	  event	  is	  now	  referred	  to	  as	  9/11.	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alongside	  a	  general	  remodification	  of	  Lower	  Manhattan	  that	  eventually	  led	  to	  the	  
construction	  of	  the	  World	  Trade	  Center	  in	  the	  form	  of	  the	  Twin	  Towers.	  A	  product	  of	  a	  
‘modernist	  turn’	  in	  architecture,	  Kaika	  and	  Thielen	  note,	  in	  which	  the	  form	  of	  buildings	  
‘started	  to	  follow	  more	  closely	  their	  function’	  (Kaika	  and	  Thielen,	  2006:	  62)	  (that	  is,	  
function	  ‘expressed’	  through	  the	  aesthetics	  of	  its	  architectural	  form),	  the	  Twin	  Towers	  
were	  one	  of:	  
[a]	  whole	  array	  of	  trademark	  modernist	  buildings	  […]	  competing	  over	  
height	  and	  importance	  [that]	  tried	  to	  dominate	  the	  urban	  skyline	  and	  the	  
public	  imagination	  (Kaika	  and	  Thielen,	  2006:	  62).	  
	  
These	  buildings	  became	  marketed	  sites	  and	  sights	  of	  prosperity	  and	  consumption	  for	  
individual	  and	  collective	  desire.	  This	  worked	  twofold	  in	  the	  case	  of	  the	  Twin	  Towers;	  the	  
public	  observation	  decks	  located	  on	  the	  107th	  floor	  (indoors)	  and	  110th	  floor	  (outdoors)	  
of	  the	  South	  Tower,260	  gave	  visitors	  one	  of	  the	  most	  famous	  views	  from	  (one	  of)	  the	  
world’s	  tallest	  building(s)	  [fig.	  125].	  Through	  an	  oscillation	  of	  outside/inside,	  the	  image	  
and	  signifier	  of	  the	  view	  ‘of’	  the	  building(s)	  became	  imbricated	  with	  the	  image	  and	  
signifier	  of	  the	  view	  ‘from’	  the	  building(s).	  It	  is	  no	  coincidence	  that	  the	  souvenir	  image	  
postcard,	  was	  popularised	  through	  the	  public	  access	  to	  the	  views	  afforded	  from	  the	  
height	  of	  the	  Eiffel	  Tower	  in	  Paris	  (sold	  and	  posted	  from	  the	  tower	  itself)	  after	  its	  
opening	  in	  1889	  for	  the	  Exposition	  Universelle,261	  and	  it	  is	  the	  image	  of	  the	  Twin	  Towers	  
themselves	  that	  feature	  on	  the	  most	  postcards	  ever	  sent	  of	  any	  building	  	  
(Wigley,	  2004:	  107).	  	  	  
Michel	  de	  Certeau	  famously	  writes	  about	  the	  view	  from	  the	  110th	  floor	  observation	  
deck.	  He	  describes	  the	  ‘pleasure	  of	  “seeing	  the	  whole”’,	  equating	  it	  to	  an	  ‘erotics	  of	  
knowledge’	  (de	  Certeau,	  1984:	  92).	  The	  elevation	  of	  the	  viewer	  from	  ground	  level	  to	  the	  
height	  of	  the	  observation	  deck,	  de	  Certeau	  claims,	  ‘transfigures	  him	  into	  a	  voyeur.	  It	  
puts	  him	  at	  a	  distance	  [allowing	  one]	  to	  be	  a	  solar	  Eye,	  looking	  down	  like	  a	  god’	  (de	  
Certeau,	  1984:	  92).	  Thus	  the	  viewer	  is	  transfigured	  into	  a	  ‘viewpoint’,	  through	  the	  very	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
260	  The	  Twin	  Towers	  were	  identified	  as	  the	  North	  Tower	  and	  the	  South	  Tower.	  
261	  World’s	  Fair	  held	  in	  Paris.	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Fig.	  124:	  Twin	  Towers,	  World	  Trade	  Center,	  New	  York,	  August	  1988	  
	  
	  
Fig.	  125:	  View	  of	  Manhattan	  from	  the	  110th	  floor	  observation	  deck,	  South	  Tower,	  World	  Trade	  Center,	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  New	  York,	  September	  1988	  
	   165	  
act	  of	  which,	  becomes	  invisible,262	  whilst	  those	  at	  ground	  level,	  the	  ‘ordinary	  
practitioners	  of	  the	  city’,	  are	  ‘invisible’,	  through	  living	  ‘below’	  the	  threshold	  of	  what	  is	  
worthy	  of	  visibility.	  The	  view	  from	  such	  heights	  of	  the	  ‘panorama-­‐city’,	  de	  Certeau	  
writes,	  is	  a	  “theoretical”	  simulacrum,	  in	  short	  a	  picture’	  (de	  Certeau,	  1984:	  93).	  This	  is	  
the	  symbolic	  ‘solar	  Eye’,	  ‘Divine	  Eye’,	  ‘all-­‐seer’	  of	  knowledge,	  that	  permeates	  human,	  
technological,	  and	  religious	  iconographic	  views	  of	  the	  Earth	  discussed	  throughout	  
Chapter	  One,	  and	  the	  surveillant	  omniscient	  gaze	  of	  CCTV,	  and	  Bentham’s	  panoptic	  
observation	  discussed	  in	  Chapter	  Two.	  	  
In	  the	  aftermath	  of	  9/11	  the	  symbolic	  imagery	  of	  the	  tower,	  as	  Ziolkowski	  notes,	  of	  
being	  a	  ‘contact	  between	  heaven	  and	  earth’	  (Ziolkowski,	  1998:	  7),	  and	  the	  ‘solar	  Eye’,	  as	  
a	  god,	  and	  panoptic	  observation,	  takes	  on	  a	  more	  nuanced	  meaning	  in	  hindsight.	  At	  the	  
time	  of	  writing	  in	  2014,	  thirteen	  years	  after	  the	  Twin	  Towers’	  iconic	  destruction,	  it	  is	  
arguably	  impossible	  for	  an	  entire	  generation	  who	  witnessed	  this	  event	  unfold	  at	  the	  
time,263	  to	  divorce	  the	  view	  of	  and	  from	  the	  Twin	  Towers	  from	  its	  image	  and	  signifier	  of	  
corporate	  Western	  capitalism.	  	  
Towards	  the	  completion	  of	  this	  thesis,	  an	  exhibition	  by	  New	  London	  Architecture	  
(NLA)264	  titled	  London’s	  Growing	  Up265	  has	  opened	  at	  The	  Building	  Centre,	  London.	  The	  
exhibition	  presents	  the	  findings	  of	  a	  study	  on	  the	  planned	  growth	  of	  tall	  buildings	  in	  
London	  over	  the	  next	  decade.	  With	  the	  prospect	  of	  the	  construction	  of	  236	  tall	  buildings	  
of	  over	  20	  storeys	  high	  (45	  of	  which	  are	  already	  under	  construction,	  113	  have	  planning	  
approval,	  72	  are	  proposed,	  and	  the	  status	  of	  6	  are	  unknown),	  the	  findings	  have	  caused	  
much	  media	  debate	  and	  public	  consternation	  alike.	  So	  much	  so,	  that	  a	  campaign	  has	  
been	  launched	  in	  opposition	  to	  the	  planned	  growth	  by	  ‘leading	  figures’	  that	  includes	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
262	  In	  his	  essay	  on	  the	  Eiffel	  Tower,	  Roland	  Barthes	  recounts	  how	  the	  writer	  Guy	  de	  Maupassant	  used	  to	  say	  
that	  the	  Eiffel	  Tower	  was	  the	  only	  place	  in	  Paris	  where	  you	  did	  not	  have	  to	  ‘see’	  it.	  Being	  ‘at’	  the	  tower	  is	  the	  
only	  location	  at	  which	  the	  structure	  of	  the	  tower	  itself	  becomes	  invisible.	  See:	  Barthes,	  R.	  (1979)	  The	  Eiffel	  
Tower	  and	  other	  mythologies.	  (Translated	  by	  Richard	  Howard).	  Reprint,	  Berkeley,	  L.A.,	  London:	  University	  of	  
California	  Press,	  1997.	  
263	  Either	  through	  broadcast	  media	  or	  in	  situ.	  
264	  NLA	  is	  an	  ‘independent	  forum	  for	  debate	  about	  the	  future	  shape	  of	  the	  city	  and	  a	  permanent	  
information	  resource	  about	  what's	  happening	  in	  architecture,	  planning,	  development	  and	  construction	  
across	  the	  capital’.	  <http://www.newlondonarchitecture.org/>	  (Accessed	  30	  March,	  2014).	  
265	  Held	  between	  3	  April	  	  –	  12	  June	  2014.	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architects,	  politicians,	  property	  developers,	  authors,	  artists,266	  heads	  of	  museums,	  
academics	  et	  al.	  They	  propose	  to	  ‘save’	  London’s	  skyline,	  which	  they	  dub	  ‘out	  of	  
control’,	  calling	  for	  a	  more	  ‘structured	  policy	  for	  tall	  buildings,	  with	  transparency	  for	  the	  
public	  and	  clarity	  for	  developers’	  (The	  Signatories,	  2014).	  
Historically	  London	  has	  not	  been	  envisioned	  or	  recognised	  as	  a	  city	  of	  tall	  buildings.	  The	  
tallest	  building	  or	  structure	  within	  central	  London	  since	  1310	  until	  it	  was	  surpassed	  by	  
the	  Post	  Office	  Tower	  (BT	  Tower)	  in	  1962,	  was	  the	  pre	  and	  post	  Great	  Fire	  of	  London267	  
St.	  Paul’s	  Cathedral	  located	  in	  the	  City	  of	  London,268	  the	  historic	  and	  financial	  centre	  of	  
London.	  A	  cathedral	  has	  stood	  on	  this	  site,	  the	  highest	  point	  in	  the	  City,	  for	  over	  
fourteen	  hundred	  years.	  The	  cathedral	  has	  dominated	  the	  London	  skyline	  and	  overseen	  
its	  urbanscape;	  it	  has	  been	  the	  site	  and	  sight	  of	  authoritative	  church	  power.	  The	  current	  
incarnation	  of	  St.	  Paul’s	  Cathedral	  designed	  by	  Sir	  Christopher	  Wren,	  and	  built	  between	  
1675	  and	  1710	  after	  the	  Great	  Fire	  of	  London,	  stands	  at	  a	  height	  of	  111.6	  metres	  (366.4	  
feet).	  Whilst	  it	  is	  no	  longer	  the	  tallest	  building	  in	  London,	  the	  cathedral’s	  overarching	  
symbolic	  status,	  as	  opposed	  to	  current	  authoritative	  power,	  and	  architectural	  and	  visual	  
presence,	  dictates	  the	  location,	  height,	  and	  design	  of	  other	  buildings	  within	  its	  line	  of	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
266	  Ironically	  it	  includes	  the	  sculptors	  Anish	  Kapoor	  and	  Antony	  Gormley,	  who	  have	  both	  designed	  and	  
located	  exceedingly	  tall	  permanent	  sculptures	  to	  purposely	  figure	  prominently	  on	  skylines	  much	  to	  public	  
and	  media	  criticism.	  Kapoor	  designed	  the	  2012	  ArcelorMittal	  Orbit	  observation	  tower	  sculpture	  for	  the	  
Queen	  Elizabeth	  Olympic	  Park	  in	  Stratford,	  east	  London.	  Standing	  at	  376	  feet,	  the	  sculpture	  was	  
commissioned	  on	  the	  occasion	  of	  the	  London	  2012	  Summer	  Olympic	  Games	  to	  become	  a	  permanent	  
looming	  visual	  feature	  on	  the	  East	  London	  skyline.	  Gormley	  was	  shortlisted	  for	  the	  Queen	  Elizabeth	  Olympic	  
Park	  commission.	  His	  proposal	  consisted	  of	  a	  390	  feet	  tall	  steel	  colossus	  modelled	  on	  himself;	  taller	  than	  
Kapoor’s	  Orbit	  Gormley’s	  Olympian	  Man	  would	  have	  ‘overseen’	  not	  merely	  the	  Olympic	  Park	  but	  would	  also	  
have	  loomed	  in	  the	  visible	  horizon	  for	  miles.	  Gormley’s	  Angel	  of	  the	  North	  sculpture,	  a	  66	  foot	  tall	  steel	  
winged	  man	  (again	  with	  the	  original	  cast	  modelled	  on	  Gormley	  himself),	  with	  added	  wings	  measuring	  177	  
feet	  across,	  has	  since	  1998	  stood	  on	  a	  hill	  located	  just	  outside	  Gateshead	  in	  Tyne	  and	  Wear.	  This	  imposing	  
sculpture	  is	  not	  only	  visible	  from	  the	  surrounding	  houses,	  roads	  and	  rail	  line,	  but	  on	  the	  horizon	  for	  miles	  
around.	  In	  May	  2014	  Morrisons	  supermarket	  projected	  a	  giant	  image	  of	  a	  baguette	  onto	  the	  Angel	  of	  the	  
North’s	  wings	  as	  part	  of	  a	  cut-­‐price	  campaign.	  Gormley	  was	  critical	  over	  the	  use	  of	  his	  sculpture	  for	  what	  he	  
described	  as	  ‘such	  purposes’.	  (The	  Guardian,	  2014),	  Tran,	  M.	  (2014)	  Morrisons	  employs	  Angel	  of	  the	  North	  
to	  sell	  bread.	  The	  Guardian,	  4	  May.	  <http://www.theguardian.com/business/2014/may/04/morrisons-­‐
angel-­‐of-­‐the-­‐north-­‐sell-­‐bread>	  (Accessed	  4	  May	  2014).	  Local	  Gateshead	  MP	  Ian	  Mearns	  was	  also	  ‘critical’	  of	  
the	  Morrisons	  stunt	  saying	  that	  the	  supermarket	  should	  have	  ‘“used	  its	  loaf”	  before	  going	  ahead	  with	  the	  
advert’.	  (ChronicleLive,	  May	  2014),	  Pearson,	  A.	  (2014)	  Morrisons	  forced	  to	  apologise	  after	  beaming	  bread	  
advert	  onto	  Angel	  of	  the	  North.	  ChronicleLive,	  5	  May.	  <http://www.chroniclelive.co.uk/news/north-­‐east-­‐
news/morrisons-­‐apologise-­‐after-­‐angel-­‐north-­‐7073855>	  (Accessed	  20	  May	  2014).	  
267	  The	  fire	  took	  place	  in	  1666.	  
268	  The	  City	  of	  London,	  at	  times	  referred	  to	  as	  the	  Square	  Mile,	  is	  a	  city	  and	  ceremonial	  county	  within	  
London.	  The	  City	  is	  overseen	  by	  the	  City	  of	  London	  Corporation	  and	  thus	  outside	  of	  the	  authority	  of	  
parliament.	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sight	  throughout	  the	  City,	  Central	  and	  Greater	  London.	  Through	  the	  preservation	  of	  the	  
‘view	  of’,	  St	  Paul’s	  shapes	  the	  London	  skyline.	  	  
This	  is	  achieved	  through	  the	  St	  Paul’s	  Heights	  policy	  and	  the	  Greater	  London	  Authority’s	  
current	  London	  View	  Management	  Framework	  (LVMF)269	  policy	  guide.	  In	  1930	  the	  
London	  Building	  Act,	  in	  existence	  for	  centuries	  (from	  1667,	  a	  year	  after	  the	  Great	  Fire	  of	  
London,	  buildings,	  aside	  from	  St.	  Paul’s,	  were	  restricted	  to	  four	  storeys	  high),	  raised	  the	  
maximum	  height	  of	  building	  construction	  in	  London	  to	  100	  feet	  (30.48	  metres).	  This	  was	  
the	  maximum	  length	  of	  the	  Fire	  Brigade’s	  ladders;	  fires	  were	  to	  be	  tackled	  from	  the	  
outside	  of	  buildings.	  Fearing	  that	  views	  of	  St	  Paul’s	  would	  be	  obstructed,	  in	  1938	  the	  
Dean,	  and	  Chapter	  of	  St	  Paul’s	  Cathedral,	  together	  with	  the	  Corporation	  of	  London,270	  
struck	  a	  gentleman’s	  agreement	  with	  City	  developers	  that	  building	  height	  limitations	  
would	  be	  applied	  to	  sightlines	  of	  the	  structure	  of	  St	  Paul’s	  from	  certain	  viewing	  locations	  
across	  the	  capital.271	  Added	  to	  the	  height	  limitation	  were	  façade	  restrictions	  to	  buildings	  
immediately	  facing,	  and	  setback	  restrictions	  on	  the	  frontages	  of	  buildings	  in	  the	  streets	  
leading	  up	  to	  St	  Paul’s.272	  These	  restrictions	  only	  became	  ‘legal’	  statute	  in	  building	  
guidance	  plans	  from	  the	  1980s	  onwards	  (up	  to	  that	  time	  some	  building	  infringements	  
did	  occur).	  The	  LVMF	  policy	  guide	  that	  in	  2007	  replaced	  the	  previous	  guidance	  Regional	  
Planning	  Guidance	  for	  London	  (RPG3a)	  introduced	  in	  1991,	  sets	  out	  27	  protected	  and	  
designated	  views	  and	  viewing	  corridors	  throughout	  London,	  most	  of	  which	  have	  St	  
Paul’s	  Cathedral	  as	  its	  focal	  point.	  Both	  the	  LVMF	  and	  the	  St	  Paul’s	  Heights	  policy	  have	  
not	  only	  enabled	  the	  ‘vision’	  of	  St	  Pauls’	  Cathedral	  (and	  its	  attendant	  symbolism)	  to	  be	  
preserved,	  they	  have	  conversely	  impacted	  on	  the	  London	  skyline,	  the	  urban	  layout,	  and	  
thus	  how	  citizens	  view,	  negotiate,	  and	  relate	  to	  the	  City	  and	  the	  capital	  at	  large.	  As	  
Harris	  and	  Ruggles	  point	  out:	  
the	  manner	  in	  which	  the	  built	  world	  directs	  our	  gaze,	  contributes	  to	  our	  
daily	  instruction	  about	  insiders	  and	  outsiders,	  privilege	  and	  denial,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
269	  The	  LVMF	  will	  be	  discussed	  at	  length	  in	  section	  3.2	  of	  Chapter	  Three.	  
270	  The	  Corporation	  of	  London	  changed	  its	  name	  to	  City	  of	  London	  Corporation	  in	  2006.	  
271	  These	  viewing	  locations	  will	  be	  discussed	  in	  depth	  in	  section	  3.2	  of	  Chapter	  Three.	  	  	  
272	  Façade	  and	  setback	  restrictions	  are	  concerned	  with	  limiting	  visual	  obstructions	  towards	  the	  cathedral.	  
There	  are	  also	  depth	  restrictions	  in	  the	  immediate	  vicinity	  of	  St	  Paul’s,	  thereby	  safeguarding	  underground	  
structural	  damage.	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domination,	  submission,	  and,	  in	  some	  cases,	  resistance	  (Harris	  and	  Ruggles,	  
2007:	  18).	  
	  
Nevertheless	  the	  1956	  repeal	  of	  the	  London	  Building	  Act	  lifted	  the	  constraints	  on	  the	  
height	  of	  buildings	  (though	  not	  the	  St	  Paul’s	  Heights)	  allowing	  for	  the	  surge	  in	  the	  
construction	  of	  tall	  buildings	  in	  post	  World	  War	  II	  Britain.	  Tower	  blocks	  as	  high-­‐rise	  
housing	  in	  particular,	  were	  seen	  as	  quick	  and	  economic	  solutions	  for	  housing	  provision	  
to	  achieve	  a	  high	  population	  density	  in	  what	  is	  claimed	  by	  the	  Royal	  Town	  Planning	  
Institute	  was	  a	  ‘perceived	  shortage	  of	  land’	  (House	  of	  Commons,	  2002:	  9),	  as	  
replacement	  for	  homes	  destroyed	  by	  aerial	  bombardment,	  and	  aged	  dilapidated	  
dwellings.	  High-­‐rise	  housing	  was,	  as	  Jacobs,	  Cairns,	  and	  Strebel	  (2012:	  133)	  note: 
a	  materialisation	  of	  a	  specific	  modernising	  vision	  for	  cities	  and	  city	  life,	  one	  
that	  joined	  the	  progressive	  ethos	  of	  state-­‐led	  welfarism	  with	  modernist	  
architectural	  aesthetic	  (Jacobs,	  Cairns,	  and	  Strebel,	  2012:	  133).273	  
	  
This	  modernist	  vision	  was	  part	  of	  an	  ‘architectural	  imagination’,	  they	  continue:	  
motivated	  by	  the	  potentials	  –	  economic,	  formal,	  social,	  spatial	  –	  of	  new	  
materials	  such	  as	  steel,	  innovative	  construction	  technologies	  such	  as	  rapid	  
system-­‐building,	  new	  sciences	  about	  health	  and	  environment,	  and	  
innovative	  mechanisms	  such	  as	  passenger	  lifts	  and	  integrated	  garbage	  
handling	  systems	  (Jacobs,	  Cairns,	  and	  Strebel,	  2012:	  135).	  
	  
With	  London	  having	  the	  highest	  concentration	  of	  residential	  tower	  blocks,	  in	  addition	  to	  
their	  economic	  viability	  (in	  1956	  the	  Conservative	  government	  also	  initiated	  public	  
subsidies	  related	  to	  building	  height,	  that	  is,	  the	  higher	  the	  building	  the	  greater	  the	  
subsidy),	  local	  authorities	  were	  eager	  to	  impress	  local	  residents	  with	  developers’	  
futuristic	  Modern	  Movement	  and	  Brutalist	  architectural	  designs,	  and	  hence	  their	  own	  
‘progressive’	  outlooks;	  this	  included	  the	  ‘desirable’	  views	  afforded	  from	  great	  heights	  
and	  predicted	  greater	  resident	  sociality.	  However	  by	  the	  1970s,	  beset	  by	  (in	  many	  cases)	  
poor	  design,	  material,	  upkeep,	  and	  location,	  residential	  tower	  blocks	  became	  unpopular,	  
socially	  problematic,	  and	  stigmatised	  as	  undesirable	  social	  housing.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
273	  Much	  of	  this	  architectural	  influence	  can	  be	  said	  to	  be	  derived	  from	  Le	  Corbusier	  (1887-­‐1965).	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The	  Housing	  Act	  1980	  under	  Margaret	  Thatcher’s	  Conservative	  government,	  which	  gave	  
council	  tenants	  the	  Right	  to	  Buy	  their	  council	  properties	  from	  local	  authorities,	  
completely	  altered	  and	  striated	  the	  socio-­‐economic	  dynamics	  of	  entire	  communities;	  
social	  housing	  residential	  tower	  blocks	  being	  amongst	  them.	  Whilst	  some	  of	  these	  
residential	  tower	  blocks	  have	  been	  demolished,	  others	  have	  subsequently	  been	  
transformed	  physically	  and	  in	  terms	  of	  desirability,	  commanding	  high	  purchase	  prices	  in	  
the	  open	  housing	  market.	  Such	  an	  example	  is	  the	  25-­‐storey	  Kelson	  House	  [fig.	  126]	  on	  
the	  Samuda	  Estate,	  Isle	  of	  Dogs	  in	  the	  East	  London	  Borough	  of	  Tower	  Hamlets,	  
completed	  in	  1967.	  Based	  on	  Le	  Corbusier's	  Unité	  d'Habitation	  design,274	  during	  the	  late	  
1980s	  and	  early	  1990s,	  when	  large	  areas	  of	  the	  Isle	  of	  Dogs	  were	  being	  regenerated	  as	  
part	  of	  the	  London	  Docklands	  (Canary	  Wharf	  was	  one	  of	  those	  developments),	  such	  was	  
the	  ghettoisation	  of	  the	  building	  that	  it	  was	  listed	  as	  ‘hard	  to	  let’	  to	  social	  housing	  
tenants.	  With	  its	  subsequent	  mixed	  tenancy	  of	  owner	  occupiers	  and	  social	  housing	  
tenants,	  today	  the	  spectacular	  panoramic	  views	  afforded	  from	  the	  tower	  block	  overlook	  
the	  rising	  Canary	  Wharf	  and	  City	  of	  London	  skylines,	  the	  two	  financial	  centres	  of	  the	  UK	  
[fig.	  127].	  
At	  the	  time	  of	  writing	  other	  current	  and	  extreme	  examples	  at	  either	  end	  of	  the	  tower	  
block	  regeneration	  spectrum	  include	  Glasgow’s	  Red	  Road	  flats,	  and	  Balfron	  Tower	  in	  
Poplar,	  again	  in	  the	  East	  London	  Borough	  of	  Tower	  Hamlets.	  Completed	  in	  1969,	  five	  of	  
the	  condemned	  Glasgow	  Red	  Road	  30-­‐storey	  tower	  blocks	  that	  make	  up	  part	  of	  the	  
estate,	  were	  chosen	  to	  be	  demolished	  –	  blown	  up	  –	  as	  a	  live	  television	  broadcast	  
spectacle	  during	  the	  Opening	  Ceremony	  of	  the	  Commonwealth	  Games	  held	  in	  Glasgow	  
in	  July	  2014.275	  In	  a	  joint	  press	  release	  in	  April	  2014	  Glasgow	  city	  council	  and	  the	  Game’s	  
organisers	  proclaimed:	  	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
274	  Unité	  d'Habitation	  was	  a	  housing	  design	  that	  incorporated	  a	  vision	  for	  communal	  living	  based	  on	  a	  
vertical	  village	  ideal.	  
275	  As	  an	  ‘image’	  the	  sight	  of	  tumbling	  tower	  blocks	  would	  arguably	  resemble	  aesthetic	  aspects	  of	  the	  Twin	  
Towers	  destruction.	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Fig.	  127:	  Panoramic	  view	  of	  Canary	  Wharf	  and	  City	  of	  London	  skylines	  from	  the	  24th	  floor	  of	  Kelson	  House,	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Glasgow’s	  iconic	  skyscraping	  symbols	  of	  the	  past	  –	  the	  Red	  Road	  tower	  
blocks	  –	  will	  be	  demolished	  LIVE	  during	  the	  Opening	  Ceremony	  of	  the	  
Commonwealth	  Games;	  a	  bold	  and	  dramatic	  statement	  of	  intent	  from	  a	  city	  
focused	  on	  regeneration	  and	  a	  positive	  future	  for	  its	  people.	  
The	  blow-­‐down	  of	  five	  of	  the	  six	  remaining	  blocks,	  at	  one	  time	  the	  tallest	  
residential	  structures	  in	  Europe,	  will	  take	  just	  15	  seconds	  and	  be	  the	  biggest	  
demolition	  of	  its	  kind	  ever	  seen	  in	  Europe.	  
	  
This	  spectacular	  event	  will	  be	  beamed	  live	  into	  Celtic	  Park	  via	  the	  record-­‐
breaking	  100	  metre-­‐wide	  screen	  occupying	  the	  entire	  south	  stand	  of	  the	  
stadium,	  creating	  Glasgow’s	  ‘Window	  to	  the	  Commonwealth’.	  It	  will	  form	  
part	  of	  the	  Opening	  Ceremony,	  the	  curtain	  raiser	  to	  the	  largest	  sporting	  and	  
cultural	  event	  Scotland	  has	  ever	  hosted.	  
	  
An	  estimated	  television	  audience	  of	  1.5	  billion	  people	  around	  the	  world	  will	  
also	  bear	  witness	  as	  the	  30-­‐storey	  blocks	  fall	  spectacularly	  to	  the	  ground,	  
transforming	  the	  city’s	  skyline	  forever.	  And,	  while	  this	  will	  serve	  as	  an	  
unforgettable	  statement	  of	  how	  Glasgow	  is	  confidently	  embracing	  the	  
future	  and	  changing	  for	  the	  better,	  it	  is	  also	  intended	  to	  serve	  as	  a	  
respectful	  recognition	  and	  celebration	  of	  the	  role	  the	  Red	  Road	  flats	  have	  
played	  in	  shaping	  the	  lives	  of	  thousands	  of	  city	  families	  for	  whom	  these	  
flats	  have	  simply	  been	  home	  over	  five	  decades	  (Glasgow	  city	  council	  and	  
Glasgow	  2014,	  2014).	  
	  
Unsurprisingly	  the	  plans	  for	  the	  live	  demolition	  broadcast	  were	  abandoned	  due	  to	  public	  
criticism.276	  Whereas	  Danny	  Boyle,	  as	  discussed	  earlier	  in	  this	  chapter,	  sought	  to	  frame	  
the	  London	  2012	  Summer	  Olympic	  Games	  Opening	  Ceremony	  within	  the	  utopian,	  
bucolic,	  green	  and	  pleasant	  land	  symbolic	  (of	  Englishness),	  as	  a	  means	  of	  representing	  
the	  ‘accepted’	  cultural	  value,	  ideology,	  and	  image	  identity	  heritage	  of	  Britain	  as	  a	  nation,	  
the	  Glasgow	  2014	  Commonwealth	  Games	  Opening	  Ceremony,	  under	  David	  Zolkwer	  as	  
head	  of	  ceremonies,	  sought	  to	  position	  Glasgow’s	  ‘image’	  through	  the	  spectacle	  of	  
urban	  regeneration,	  within	  which,	  as	  Guy	  Debord	  sets	  out:	  ‘The	  spectacle	  appears	  at	  
once	  as	  society	  itself,	  as	  a	  part	  of	  society	  and	  as	  a	  means	  of	  unification’	  (Debord,	  1967:	  
12).	  
Paradoxically	  the	  27-­‐storey	  Grade	  II	  listed	  Balfron	  Tower	  in	  Poplar,	  east	  London,	  
designed	  by	  the	  celebrated	  architect	  Ernö	  Goldfinger	  in	  1963	  (completed	  in	  1967,	  it	  was	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
276	  See:	  Duffy,	  O.	  (2014)	  Red	  Road	  flats	  refugees	  face	  'wasteland'	  after	  2014	  Games	  demolition.	  The	  
Guardian,	  12	  April.	  <http://www.theguardian.com/uk-­‐news/scotland-­‐blog/2014/apr/12/scotland-­‐glasgow-­‐
redroad-­‐refugees>	  (Accessed	  19	  August	  2014).	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the	  tallest	  residential	  tower	  block	  in	  Europe	  at	  the	  time),	  and	  currently	  owned	  by	  the	  
Housing	  and	  Regeneration	  Community	  Association	  Poplar	  HARCA	  (ownership	  was	  
transferred	  from	  Tower	  Hamlet	  council	  in	  2007),	  has	  been	  awaiting	  refurbishment	  in	  
recent	  years.	  Although	  at	  first	  the	  social	  housing	  tenants	  were	  assured	  that	  they	  could	  
either	  return	  after	  refurbishment	  or	  move	  to	  a	  new-­‐build	  property,	  Poplar	  HARCA	  has,	  
since	  taking	  over	  the	  building,	  made	  the	  decision	  that	  once	  refurbished,	  all	  of	  the	  
current	  social	  housing	  properties277	  in	  this	  much	  sought	  after	  tower	  block	  (due	  to	  its	  
celebrated	  iconic	  Brutalist	  architecture	  and	  architect),	  will	  be	  put	  up	  for	  purchase	  as	  
‘luxury	  flats’	  on	  the	  private	  housing	  market.	  The	  building,	  once	  lauded	  for	  standing	  as	  a	  
‘monument	  to	  idealism	  in	  social	  housing’	  (Ellis-­‐Peterson,	  2012),	  and	  its	  views	  of	  and	  
from,	  will	  become	  entirely	  privatised	  [figs.	  128-­‐129].	  This	  is	  a	  prime	  example	  of	  the	  
forced	  decanting	  of	  social	  housing	  tenants	  to	  less	  desirable	  properties	  and	  locations	  in	  
order	  for	  the	  authorities	  to	  make	  way	  for,	  and	  financially	  profit	  from,	  owner-­‐occupier	  
and	  private	  tenant	  communities.	  The	  dispossession	  of	  their	  homes	  does	  not	  only	  result	  
in	  personal	  displacement	  (away	  from	  the	  networks	  of	  family,	  friends,	  and	  work;	  in	  short,	  
their	  community),	  it	  also	  striates	  the	  socio-­‐economic	  make	  up	  of	  the	  area	  from	  which	  
they	  eventually	  end	  up	  excluded.	  This	  exclusion	  includes	  no	  longer	  having	  access	  to	  
housing	  deemed	  as	  ‘desirable’	  by	  the	  intelligentsia.	  	  
Whilst	  for	  the	  time	  being	  a	  minority	  of	  social	  housing	  residents	  still	  occupy	  some	  of	  the	  
flats	  in	  the	  Balfron	  Tower	  (past	  and	  current	  social	  housing	  tenants	  will	  eventually	  be	  re-­‐
homed	  elsewhere;	  a	  social	  cleansing),	  the	  vast	  majority	  have	  since	  2007	  been	  rented	  out	  
on	  a	  short-­‐term	  basis	  to	  artists	  as	  live/work	  spaces	  through	  an	  agreement	  with	  the	  East	  
London	  based	  Bow	  Arts	  Trust,	  as	  art	  galleries	  (for	  example	  Foundation	  &	  Trust),	  
temporary	  adhoc	  exhibition	  spaces,	  hosting	  ‘immersive’	  theatre	  pieces	  (such	  as	  a	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
277	  Some	  properties	  are	  already	  under	  private	  ownership.	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  Fig.	  128:	  Balfron	  Tower	  seen	  from	  the	  A102	  Blackwall	  Tunnel	  	  




Fig.	  129:	  Panoramic	  view	  of	  the	  London	  skyline	  from	  the	  24th	  floor	  of	  the	  Balfron	  Tower,	  September	  2014	  
	  
	   174	  
12-­‐hour	  Macbeth	  production),278	  and	  to	  property	  guardians.279	  	  
This	  is	  not	  a	  unique	  occurrence	  for	  historically	  there	  is	  a	  well-­‐established	  relationship	  
between	  the	  arts	  sector	  and	  the	  private	  (commercial)	  sector	  of	  urban	  regeneration	  and	  
gentrification.	  For	  instance	  the	  ‘use’	  of	  buildings	  and	  estates	  under	  regeneration	  or	  
condemned,	  as	  sites	  –	  physically,	  symbolically	  and	  aesthetically	  –	  for	  temporary	  art	  
works;	  a	  current	  case	  in	  point,	  as	  I	  shall	  discuss	  in	  section	  3.3	  of	  Chapter	  Three,	  the	  
relocation	  in	  2011	  of	  Central	  Saint	  Martins,	  University	  of	  the	  Arts	  London,	  to	  the	  Granary	  
Building	  on	  Granary	  Square,	  King’s	  Cross	  (private)	  estate,	  London;	  and	  the	  most	  famous	  
example	  the	  Frank	  Gehry	  designed	  Guggenheim	  Museum	  Bilbao	  in	  Spain.	  Inaugurated	  in	  
1997,	  this	  museum	  gave	  rise	  to	  the	  term	  ‘Bilbao	  Effect’	  to	  describe	  the	  economic	  
transformation	  of	  a	  city	  effected	  through	  regeneration	  and	  gentrification	  and	  their	  
commodification	  of	  ‘culture’	  and	  new	  landmark	  iconic	  architecture,	  as	  the	  central	  
features	  of	  these	  processes.280	  
For	  Poplar	  HARCA	  their	  current	  Balfron	  Tower	  agreement	  with	  Bow	  Arts	  Trust	  is	  
beneficial	  in	  the	  short	  and	  long	  term;	  the	  properties	  are	  occupied	  and	  looked	  after	  
undergoing	  (free)	  repairs,	  they	  receive	  financial	  return,	  tenancy	  agreements	  are	  
temporary	  (having	  to	  vacate	  at	  very	  short	  notice	  with	  no	  legal	  recourse),	  and	  artists	  
build	  a	  positive	  image	  of	  a	  cultural	  and	  social	  community	  ‘creative	  hub’	  that	  both	  
attracts	  a	  different	  social	  set	  and	  adds	  commercial	  value	  to	  the	  area	  and	  to	  Balfron	  
Tower	  as	  real	  estate	  property.	  This	  personifies	  what	  David	  Harvey	  notes	  is	  the	  
‘corruption	  that	  attaches	  to	  urban	  politics’,	  for	  it	  ‘relates’,	  he	  continues:	  
to	  how	  public	  investments	  are	  allocated	  to	  produce	  something	  that	  looks	  
like	  a	  common	  but	  which	  promotes	  gains	  in	  private	  asset	  values	  for	  
privileged	  property	  owners	  (Harvey,	  2012:	  79).281	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
278	  The	  staging	  of	  Shakespeare’s	  Macbeth	  in	  June	  2014	  by	  the	  theatre	  company	  Rift	  was	  at	  the	  behest	  of	  
Poplar	  HARCA.	  
279	  Property	  guardians	  have	  no	  tenancy	  rights	  and	  can	  be	  given	  24	  hours	  notice	  to	  leave	  the	  property.	  
280	  My	  project	  @shift	  (1995)	  was	  specifically	  commissioned	  as	  part	  of	  a	  rolling	  programme	  of	  art	  projects	  to	  
take	  place	  along	  the	  banks	  of	  the	  river	  Nervion	  in	  Bilbao,	  pre-­‐regeneration	  of	  where	  the	  Guggenheim	  
Museum	  is	  now	  located.	  For	  documentation	  see:	  <http://www.patnaldi.co.uk/@Shift.html>.	  
281	  For	  instance	  Poplar	  HARCA	  receives	  government	  funding,	  and	  it	  also	  offers	  grants	  under	  their	  Arts	  
Programme	  for	  arts	  activities	  taking	  place	  involving	  or	  engaging	  with	  residents	  of	  their	  estates.	  Bow	  Arts	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The	  ‘appearance’	  of	  a	  common	  urban	  ‘space’	  created	  for	  capitalist	  gain	  will	  be	  discussed	  
in	  section	  3.3	  of	  Chapter	  Three.	  Artists,	  on	  the	  other	  hand,	  with	  the	  allure	  of	  low	  rental	  
accommodation,	  work	  and	  gallery	  space	  (albeit	  in	  both	  instances	  on	  an	  insecure	  basis),	  
project	  ‘opportunities’,	  and	  on	  occasion	  sources	  of	  funding	  (in	  particular	  when	  leading	  
and	  thereby	  giving	  credence	  to	  developer	  and	  governmental	  strategies	  to	  deliver	  art	  
projects	  ‘to’	  disadvantaged	  communities	  under	  the	  aegis	  of	  providing	  a	  'social	  good'),282	  
allow	  themselves	  to	  be	  co-­‐opted	  into	  the	  regeneration	  and	  gentrification	  processes	  as	  
an	  added	  cultural	  and	  commercial	  value	  asset	  for	  the	  developers.	  Consequently	  as	  long	  
as	  artists	  persist	  in	  being	  complicit	  participants	  in	  these	  regeneration	  and	  gentrification	  
relationships,	  through	  which	  they	  valorise	  the	  decanting	  of	  low-­‐income	  residents	  and	  
the	  transitoriness	  of	  artists’	  living	  and	  working	  conditions,	  the	  benefits	  to	  artists	  
themselves	  will	  continue	  to	  be	  short	  term	  and	  short	  sighted.	  	  
As	  a	  consequence	  of	  the	  1956	  repeal	  of	  the	  London	  Building	  Act	  alongside	  the	  post	  
World	  War	  II	  surge	  in	  the	  construction	  of	  tower	  blocks	  as	  high-­‐rise	  housing,	  commercial	  
tall	  buildings,	  that	  is,	  as	  office	  space	  and	  hotels,	  also	  began	  to	  be	  constructed	  
throughout	  the	  1960s	  and	  1970s.	  Centre	  Point	  was	  one	  such	  building.	  Designed	  by	  
Richard	  Seifert283	  and	  completed	  in	  1966,	  the	  building	  still	  stands	  at	  101	  New	  Oxford	  
Street	  in	  central	  London	  [fig.	  130].	  At	  34	  storeys	  high	  (117	  metres)	  Centre	  Point	  was,	  at	  
the	  time	  that	  it	  was	  built,	  the	  tallest	  building	  in	  London.	  Built	  by	  the	  property	  speculator	  
Harry	  Hyams,	  on	  completion	  he	  refused	  to	  rent	  spaces	  on	  a	  floor-­‐by-­‐floor	  basis,	  instead	  
insisting	  that	  a	  single	  tenant	  should	  take	  over	  the	  entire	  building.	  Centre	  Point	  famously	  
lay	  unoccupied	  for	  many	  years.	  It	  was	  no	  coincidence	  that	  it	  was	  financially	  propitious	  to	  
remain	  empty.	  The	  property	  economy	  was	  such	  at	  the	  time	  that	  the	  loss	  of	  any	  rental	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Trust	  receives	  funding	  as	  one	  of	  Arts	  Council	  England’s	  National	  Portfolio	  Organisations	  (at	  the	  time	  of	  
writing	  from	  2012-­‐2015	  and	  2015-­‐2018).	  	  
282	  This	  is	  not	  to	  say	  that	  ‘all’	  projects	  under	  the	  rubric	  of	  community	  art	  projects	  are	  problematic.	  My	  issues	  
are	  when	  ‘art’	  and	  ‘artists’	  are	  implemented	  as	  a	  means	  of	  bringing	  (top	  down)	  ‘culture’	  to	  what	  are	  
immediately	  categorised	  through	  this	  act	  as	  communities	  ‘lacking’	  in	  culture,	  that	  is,	  a	  certain	  type	  of	  
culture;	  when	  it	  is	  used	  as	  a	  means	  of	  masking	  the	  social	  stratification	  effects	  of	  regeneration;	  when	  artists	  
and	  organisations	  purport	  ‘relational’	  art	  projects	  ‘delivered’	  by	  singular	  artists	  ‘to’	  the	  local	  communities	  as	  
being	  empowering	  to	  those	  communities	  simply	  because	  they	  term	  these	  practices	  ‘socially	  engaged’.	  	  	  	  	  	  	  	  	  	  
283	  Richard	  Seifert	  was	  a	  British	  architect	  (1910	  –	  2001).	  
	   176	  
	  
Fig.	  130:	  Centre	  Point	  viewed	  from	  Tottenham	  Court	  Road,	  June	  2014	  
	  
	  
income	  was	  offset	  by	  an	  escalating	  profitable	  increase	  in	  the	  value	  of	  the	  building.	  
Subsequently	  Centre	  Point	  became	  not	  only	  an	  architectural	  landmark	  but	  also	  came	  to	  
be	  seen	  as	  a	  ‘white	  elephant’	  emblematic	  of	  the	  corporate	  greed	  of	  property	  
development.	  So	  much	  so	  that	  on	  various	  occasions	  in	  the	  mid	  1970s	  squatters	  and	  
campaigners	  managed	  to	  occupy	  the	  building	  to	  protest	  against	  London’s	  housing	  crisis	  
and	  highlight	  that	  the	  empty	  building	  should	  be	  used	  to	  house	  the	  homeless.284	  One	  of	  
those	  protestors	  was	  Ken	  Livingstone	  who	  during	  his	  stint	  as	  the	  first	  Mayor	  of	  London,	  
as	  I	  shall	  expand	  on	  later,	  was	  not	  only	  a	  great	  advocate	  for	  the	  construction	  of	  tall	  
buildings	  but	  a	  major	  player	  in	  the	  shaping	  of	  the	  contemporary	  London	  skyline.	  In	  July	  
2013	  planning	  was	  approved	  for	  the	  current	  owners	  of	  Centre	  Point	  Almacantar,285	  a	  
London	  property	  investment	  and	  development	  company,	  to	  redevelop	  the	  Grade	  II	  
listed	  building	  from	  office	  space	  and	  restaurant	  and	  bar,	  into	  ‘high-­‐end’	  residential	  
apartments,	  retail	  space	  and	  public	  realm	  at	  the	  base	  of	  the	  building.	  
Richard	  Seifert	  also	  designed	  what	  was	  known	  at	  the	  time	  as	  the	  National	  Westminster	  
Tower	  (NatWest,	  and	  since	  renamed	  Tower	  42)	  at	  25	  Old	  Broad	  Street	  on	  Bishopsgate.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
284	  The	  homeless	  charity	  Centre	  Point	  takes	  its	  name	  after	  the	  Centre	  Point	  building.	  
285	  Almacantar	  bought	  Centre	  Point	  from	  administration	  for	  £120	  million	  in	  2011.	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The	  NatWest	  Tower’s	  very	  visible	  and	  imposing	  presence	  on	  the	  City	  skyline	  was	  meant	  
to	  manifest	  the	  bank’s	  ‘stature’	  [fig.	  131].	  The	  183	  metres	  high	  (600	  feet)	  47-­‐storey	  
building,	  its	  construction	  began	  in	  1971	  and	  completed	  in	  1980	  to	  house	  National	  
Westminster	  Bank’s	  international	  offices,	  was	  the	  first	  tall	  building	  (or	  otherwise	  known	  
as	  a	  skyscraper)	  in	  the	  City	  of	  London,	  and	  the	  tallest	  in	  London	  until	  the	  completion	  of	  
One	  Canada	  Square	  in	  Canary	  Wharf	  in	  the	  London	  Docklands,	  Tower	  Hamlets,	  in	  1990.	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  131:	  Tower	  42	  (NatWest)	  viewed	  from	  Heron	  Tower,	  June	  2014	  
	  
The	  development	  of	  the	  London	  Docklands	  into	  London’s	  ‘second’	  financial	  centre	  (with	  
its	  attendant	  tall	  buildings)	  came	  as	  a	  direct	  result	  of	  the	  deregulation	  of	  the	  financial	  
markets	  in	  1986	  by	  Margaret	  Thatcher,	  the	  British	  Conservative	  Prime	  Minister	  at	  the	  
time.	  Known	  as	  the	  Big	  Bang,	  the	  outcome	  was	  an	  influx	  of	  foreign	  banks	  to	  the	  City	  of	  
London.	  The	  NLA	  study	  notes	  that	  this:	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revolutionised	  office	  building	  [as	  these	  banks	  required]	  vast	  dealing	  floors	  
which	  necessitated	  wide	  open	  offices	  and	  large	  glass	  windows	  to	  give	  
natural	  light.	  Steel-­‐frame	  buildings	  with	  raised	  floors,	  suspended	  ceilings	  
and	  sophisticated	  building	  controls	  were	  the	  architectural	  order	  of	  the	  day	  
(London’s	  Centre	  for	  Built	  Environment,	  2014:	  45).	  
	  
As	  a	  result	  ‘The	  City	  of	  London	  Corporation’,	  the	  NLA	  report	  continues,	  ‘relaxed	  
development	  controls,	  which	  led	  to	  a	  six-­‐fold	  increase	  in	  planning	  permissions’	  
(London’s	  Centre	  for	  Built	  Environment,	  2014:	  45).	  
Limited	  ground	  space	  and	  the	  financial	  and	  planning	  incentives	  offered	  by	  the	  London	  
Docklands	  Development	  Corporation	  (as	  I	  have	  stated	  earlier	  in	  this	  chapter	  an	  agency	  
set	  up	  by	  the	  Conservative	  government	  in	  1981),	  attracted	  foreign	  financial	  corporations	  
to	  the	  Enterprise	  Zone	  of	  the	  London	  Docklands.	  This	  resulted	  in	  the	  tall	  buildings	  cluster	  
in	  existence	  now	  in	  the	  privately	  owned	  but	  for	  public	  use	  Canary	  Wharf.286	  Thatcher’s	  
neoliberal	  policies	  directly	  enabled	  the	  construction	  of	  the	  first	  conglomeration	  of	  
skyscrapers	  in	  London.	  Notwithstanding	  the	  economic	  downturn	  of	  the	  property	  market	  
in	  London	  in	  the	  1990s,	  which	  blighted	  the	  early	  years	  of	  the	  Docklands	  development,	  it	  
was	  at	  this	  point	  that	  the	  London	  skyline	  had	  its	  greatest	  visual	  shift	  from	  the	  
symbolically	  authoritative	  power	  of	  the	  church	  in	  the	  form	  of	  St	  Paul’s	  Cathedral	  (in	  this	  
case	  the	  power	  and	  authority	  of	  the	  Church	  of	  England),	  to	  the	  active	  power	  of	  a	  
neoliberal	  capitalist	  economy.	  	  
As	  a	  consequence	  of	  this	  shift,	  in	  actual	  competitive	  terms	  (the	  relocation	  of	  major	  
players	  in	  the	  financial	  market),	  with	  the	  added	  governmental	  pressure	  to	  compete,	  in	  
symbolic	  terms	  (the	  message	  it	  sent	  out	  to	  the	  world	  of	  finance),	  and	  its	  inability	  to	  
secure	  the	  European	  Monetary	  Institute	  (subsequently	  the	  European	  Central	  Bank)	  that	  
chose	  to	  locate	  its	  headquarters	  in	  Frankfurt	  in	  1998,	  the	  City	  of	  London	  Corporation	  
had	  to	  reinvent	  its	  image	  and	  identity	  (Maria	  Kaika,	  2010).	  ‘The	  Corporation’,	  Kaika	  
notes:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
286	  The	  Canary	  Wharf	  area	  is	  currently	  owned	  by	  the	  private	  Canary	  Wharf	  Group	  plc.	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had	  to	  be	  seen	  first,	  to	  ‘open	  up’	  to	  the	  surrounding	  boroughs;	  second,	  to	  
’reach	  out’	  to	  the	  world	  and	  third,	  to	  act	  positively	  towards	  keeping	  
international	  businesses	  in	  London	  (Kaika,	  2010:	  461).	  	  
	  
‘Reaching	  out’	  entailed	  implementing	  charitable	  organisations	  (which	  still	  continue)	  
within	  the	  City	  and	  surroundings	  boroughs	  (whether	  this	  benefits	  the	  boroughs	  or	  is	  a	  
strategy	  to	  extend	  its	  influence	  is	  questioned	  by	  Kaika)	  and	  an	  electoral	  reform	  that	  gave	  
more	  power	  to	  the	  corporate	  businesses	  located	  in	  the	  City	  based	  on	  employee	  
headcount,	  hence	  proving	  more	  attractive	  to	  corporate	  bodies.	  Its	  spatial	  restrictions	  
safeguarding	  the	  view	  of	  St	  Paul’s	  had,	  to	  this	  point,	  been	  used	  to	  its	  advantage	  to	  firstly	  
perpetuate	  its	  symbolic	  historical	  and	  imperial	  importance	  of	  its	  locality	  through	  its	  
centrality	  as	  ‘host’	  of	  the	  cathedral,	  and	  secondly	  to	  better	  control	  the	  location	  and	  
design	  of	  new	  developments.	  This	  however	  drew	  accusations	  both	  from	  the	  business	  
sector	  and	  from	  the	  government,	  of	  purporting	  a	  staid	  ‘English’	  identity	  that	  contributed	  
to	  its	  image	  of	  isolationism.	  Subsequently	  it’s	  spatial	  strategy	  and	  the	  City	  skyline	  
became	  central	  features	  of	  a	  re-­‐branding	  of	  the	  Corporation’s	  image	  and	  identity	  
highlighting	  the	  Corporation,	  Kaika	  notes,	  ‘as	  an	  institution	  most	  conscious	  of	  the	  
importance	  of	  the	  imaginary	  for	  the	  proper	  functioning	  of	  the	  economy’	  (Kaika,	  2010:	  
459).	  
The	  election	  in	  the	  year	  2000	  of	  Ken	  Livingstone	  as	  Mayor	  of	  London	  also	  proved	  
opportune	  for	  the	  Corporation.	  His	  election	  came	  at	  a	  time,	  Donald	  McNeill	  writes,	  
when:	  
The	  abolition	  of	  the	  GLC	  [Greater	  London	  Council]	  and	  the	  reversion	  of	  local	  
democratic	  representation	  to	  borough	  level	  meant,	  effectively,	  that	  the	  
idea	  of	  a	  ‘Londoner’	  had	  no	  political	  (i.e.	  civic)	  status,	  and	  that	  ‘London’	  did	  
not	  actually	  exist	  as	  a	  city	  with	  political	  shape.	  [This]	  posed	  the	  question	  of	  
how	  the	  mayor	  and	  the	  GLA	  [Greater	  London	  Authority]	  might	  reconstruct	  
the	  notion	  of	  London’s	  civic	  identity	  […]	  This	  took	  two	  forms:	  the	  physical	  
and	  infrastructural	  shape	  of	  the	  city	  itself;	  and	  the	  conception	  of	  the	  
‘Londoner’	  as	  an	  ideal	  type	  citizen	  (McNeill:	  2002:	  79).	  
	  
With	  the	  prospect	  of	  London	  and	  the	  City’s	  economic	  powerhouse	  status	  waning	  in	  the	  
face	  of	  international	  competition,	  Livingstone,	  faced	  with	  the	  dual	  purpose	  of	  attracting	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international	  business,	  consolidating	  London’s	  status	  as	  a	  competitive	  node	  (a	  ‘world	  
city’)	  in	  a	  global	  economy,	  and	  securing	  the	  development	  of	  affordable	  housing,	  he	  saw	  
the	  future	  construction	  of	  tall	  buildings	  in	  London	  as	  the	  solution.	  With	  his	  rhetoric	  of	  
‘London	  must	  continue	  to	  reach	  for	  the	  skies’	  (Livingstone,	  2001:	  4),	  Livingstone	  stated:	  	  
I	  support	  high	  buildings,	  both	  as	  clusters	  (such	  as	  in	  the	  City,	  Canary	  Wharf	  
and	  Croydon),	  and	  as	  stand-­‐alone	  buildings	  (such	  as	  the	  Post	  Office	  Tower	  
and	  Millbank	  Tower),	  where	  they	  are	  in	  close	  proximity	  to	  a	  major	  public	  
transport	  interchanges	  and	  contribute	  to	  the	  quality	  of	  London's	  
environment.	  I	  have	  no	  objection	  in	  principle	  to	  London	  having	  the	  tallest	  of	  
buildings	  (Livingstone,	  2000:	  3).	  
	  
In	  a	  further	  statement,	  Livingstone	  continues:	  	  
High	  buildings	  can	  have	  a	  significant	  impact	  both	  on	  their	  immediate	  
surroundings	  and	  on	  skylines	  and	  views	  across	  London.	  High	  buildings	  are	  
often	  flagship	  developments	  that	  play	  an	  important	  part	  in	  regeneration	  
(Livingstone,	  2001:	  3).	  
	  
For	  Livingstone	  tall	  buildings	  had	  a	  dual	  role	  to	  play,	  on	  the	  one	  hand	  they	  were	  
pragmatic,	  enabling	  more	  office	  space	  (thus	  lowering	  the	  rental	  premium)	  and	  
affordable	  housing	  through	  conditional	  support	  of	  planning	  approvals	  with	  the	  private	  
sector	  (as	  mentioned	  earlier	  he	  had	  been	  active	  in	  the	  Centre	  Point	  protests	  to	  provide	  
housing	  for	  the	  homeless),	  and	  on	  the	  other	  they	  were	  symbolic,	  casting	  an	  image	  of	  
London	  as	  a	  ‘world	  city’	  within	  global	  capitalism,	  and	  as	  an	  inclusive	  multi-­‐racial	  
society.287	  To	  this	  end	  Livingstone	  appointed	  to	  his	  cabinet	  to	  advise	  him	  on	  city	  and	  
business	  issues	  Judith	  Mayhew,	  at	  the	  time	  chairman	  of	  the	  policy	  and	  resources	  
committee	  of	  the	  Corporation	  of	  London,	  and	  the	  architect	  Richard	  Rogers	  to	  advise	  him	  
on	  architecture	  and	  urban	  policy.	  These	  appointments,	  Mayhew’s	  economic	  interests	  
and	  Rogers’	  architectural	  aesthetic	  desire,	  together	  with	  Livingstone’s	  pragmatic	  and	  
imaginary	  quest	  for	  tall	  buildings,	  became	  influential	  in	  shaping	  the	  urban	  fabric	  and	  
skyline	  of	  London	  as	  it	  stands	  today.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
287	  World	  cities	  are	  termed	  such	  to	  denote	  global	  financial	  centres.	  For	  Livingstone	  however	  a	  ‘world	  city’	  
was	  not	  only	  limited	  to	  its	  economy	  it	  also	  meant	  an	  inclusive	  multi-­‐racial	  society,	  a	  city	  that	  welcomes	  the	  
world.	  For	  further	  reading	  on	  world	  cities,	  in	  particular	  London,	  see:	  Massey,	  D.	  (2007)	  World	  city.	  Reprint,	  
Cambridge	  UK,	  Malden,	  US:	  Polity	  Press,	  2014.	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In	  2001	  the	  Mayor’s	  Office	  through	  the	  GLA	  published	  the	  Interim	  Strategic	  Planning	  
Guidance	  on	  Tall	  Buildings,	  Strategic	  Views,	  and	  the	  Skyline	  in	  London.	  The	  document	  set	  
out	  his	  ‘support	  for	  the	  positive	  benefits	  of	  tall	  buildings	  to	  safeguarding	  and	  enhancing	  
London’s	  ‘World	  City’	  (Greater	  London	  Authority,	  2001a:	  7),	  and	  it	  would	  be	  achieved	  
through:	  
• Maintaining	  a	  supply	  of	  top	  quality	  floorspace.	  
• The	  advantages	  that	  clusters	  of	  tall	  buildings	  can	  bring	  to	  London’s	  skyline.	  
• The	  benefits	  in	  certain	  circumstances	  of	  free-­‐standing	  tall	  buildings,	  especially	  in	  
promoting	  regeneration	  and	  in	  identifying	  important	  locations.	  
• The	  advantages	  of	  locating	  significant	  concentrations	  of	  new	  office	  floorspace	  
close	  to	  existing	  public	  transport	  infrastructure	  	  
(Greater	  London	  Authority,	  2001a:	  7).	  
 
The	  guidance	  continues	  with	  a	  direct	  analogy	  between	  the	  symbolic	  visual	  impact	  of	  St	  
Paul’s	  and	  of	  tall	  buildings	  on	  the	  skyline,	  and	  the	  psyche	  of	  the	  local	  population	  and	  
visitors	  alike.	  It	  states:	  	  
London	  would	  be	  unthinkable	  without	  it	  [St	  Paul’s].	  Yet	  in	  the	  purely	  
functional	  sense	  there	  is	  no	  actual	  need	  for	  it.	  The	  activities	  for	  which	  it	  was	  
built	  could	  be	  carried	  out	  just	  as	  efficiently	  in	  a	  far	  more	  modest	  building.	  
The	  point	  is	  that	  there	  is	  a	  demand	  for	  it	  as	  spiritual	  inspiration,	  an	  
architectural	  icon	  and	  a	  tourist	  destination.	  It	  is	  felt	  that	  the	  activities	  for	  
which	  it	  was	  built	  are	  enhanced	  spiritually	  by	  an	  outstanding	  architectural	  
expression	  that	  considerations	  of	  mere	  efficiency	  and	  cost	  could	  never	  
deliver.	  For	  various	  reasons,	  some	  of	  those	  whose	  business	  it	  is	  to	  provide	  
office	  floorspace	  find	  it	  advantageous	  to	  attract	  tenants	  by	  providing	  that	  
floorspace	  in	  tall	  buildings	  of	  outstanding	  quality	  in	  certain	  locations	  
(Greater	  London	  Authority,	  2001a:	  9).	  
	  
Consequently	  some	  of	  the	  Mayor’s	  criteria	  for	  approval	  of	  planning	  applications	  for	  tall	  
buildings	  were	  based	  on	  whether	  the	  developments	  were	  deemed	  to	  be:	  ‘Creating	  new	  
architectural	  icons	  for	  the	  new	  century’,	  and	  ‘Generating	  confidence	  in	  London’s	  future,	  
both	  economically	  and	  aesthetically’	  (Greater	  London	  Authority,	  2001a:	  14).	  
The	  Interim	  Strategic	  Planning	  Guidance	  on	  Tall	  Buildings,	  Strategic	  Views,	  and	  the	  
Skyline	  in	  London	  was	  a	  precursor	  to	  The	  London	  Plan:	  Spatial	  Development	  Strategy	  for	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Greater	  London	  published	  by	  the	  Mayor	  of	  London	  under	  the	  auspices	  of	  the	  Greater	  
London	  Authority	  in	  2004.	  In	  actual	  fact	  the	  impetus	  for	  the	  planning	  guidance	  was	  the	  
prospective	  London	  Plan.	  The	  plan	  set	  out	  an	  ‘integrated	  social,	  economic	  and	  
environmental	  framework	  for	  the	  future	  development	  of	  London,	  looking	  forward	  15–
20	  years’	  (Mayor	  of	  London,	  2004:	  vii),	  that	  was	  (and	  still	  is)	  at	  the	  forefront	  of	  the	  GLA’s	  
spatial	  urban	  regeneration	  strategy.	  In	  the	  plan,	  Livingstone	  notes	  the	  local	  and	  global	  
socio-­‐economic	  changes	  over	  the	  previous	  20	  years,	  acknowledging	  the	  ‘dominance	  of	  
the	  finance	  and	  business	  sectors’	  (Mayor	  of	  London,	  2004:	  1),	  and	  an:	  
increased	  inter-­‐relationship	  between	  major	  economies,	  where	  
internationalisation	  of	  investment	  and	  trade	  accompanies	  developments	  in	  
telecommunications	  and	  rapid	  transport	  effectively	  shrinks	  distances	  
between	  people,	  markets,	  and	  business	  decision	  takers	  (Mayor	  of	  London,	  
2004:	  1).	  
	  
Thereby	  the	  ‘vision’	  of	  Livingstone’s	  London	  Plan	  is	  to	  develop	  London	  as	  a	  ‘capital	  city’	  
in	  which:	  
The	  future	  of	  London	  has	  enormous	  importance	  for	  the	  UK	  as	  a	  whole.	  
This	  partly	  reflects	  its	  capacity	  to	  attract	  economic	  activities,	  including	  	  
the	  higher	  levels	  of	  global	  business,	  which	  it	  is	  simply	  not	  possible	  to	  
attract	  elsewhere	  in	  the	  UK	  (Mayor	  of	  London,	  2004:	  17).	  
	  
As	  a	  ‘world	  city’,	  in	  which:	  	  
London	  is	  a	  world	  city	  and	  acts	  as	  one	  of	  a	  very	  small	  number	  of	  command	  
and	  control	  centres	  in	  the	  increasingly	  interactive	  network	  of	  transactions	  
across	  the	  world	  economy.	  World	  cities	  have	  very	  distinctive	  strategic	  
needs.	  Although	  separated	  by	  thousands	  of	  miles,	  they	  are	  intimately	  linked	  
as	  a	  virtual	  global	  entity	  by	  the	  transactions	  of	  markets	  and	  
communications	  systems	  (Mayor	  of	  London,	  2004:	  15). 
 
Whereby	  the	  strategy,	  the	  plan	  continues,	  is	  to:	   
	  
facilitate	  the	  continuing	  attractiveness	  of	  London	  to	  world	  business	  with	  a	  
phased	  supply	  of	  appropriate	  floor	  space	  for	  international	  business	  
activities,	  and	  the	  specialist	  services	  that	  supply	  them,	  especially	  in	  the	  
Central	  Activity	  Zone	  where	  many	  will	  need	  and	  wish	  to	  locate.	  Areas	  that	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would	  benefit	  from	  new	  international	  scale	  activities	  and	  which	  have	  the	  
potential	  to	  be	  attractive	  to	  them	  include	  the	  rest	  of	  central	  London,	  parts	  
of	  the	  City	  fringe	  and	  the	  Thames	  Gateway	  (Mayor	  of	  London,	  2004:	  15).	  
	  
Prior	  to	  the	  publication	  of	  both	  The	  London	  Plan	  and	  the	  Interim	  Strategic	  Planning	  
Guidance	  on	  Tall	  Buildings,	  Strategic	  Views,	  and	  the	  Skyline	  in	  London,	  the	  Minutes	  of	  
the	  Meeting	  of	  the	  Greater	  London	  Authority	  Spatial	  Development	  Strategy	  Investigative	  
Committee	  for	  16	  May	  2001,	  shed	  light	  on	  the	  strategising	  behind	  the	  development	  of	  
tall	  buildings.	  Summary	  Action	  List	  5.10	  states:	  	  
The	  RIBA	  [Royal	  Institute	  of	  British	  Architects]	  advised	  that	  the	  argument	  
for	  tall	  buildings	  did	  not	  necessarily	  relate	  to	  the	  need	  to	  accommodate	  
more	  people	  but,	  rather	  to	  attract	  business	  and	  regeneration	  and	  improve	  
the	  face	  of	  London	  to	  the	  world.	  The	  main	  issues	  surrounded	  how	  the	  City	  
was	  perceived	  rather	  than	  a	  functional	  requirement	  of	  how	  more	  people	  
could	  be	  accommodated.	  Members	  asked	  if	  tall	  building	  were	  perceived	  as	  
virility	  symbol	  of	  the	  City.	  The	  RIBA	  advised	  that	  they	  formed	  part	  of	  the	  
identity	  of	  the	  City.	  The	  way	  people	  viewed	  the	  contribution	  of	  tall	  buildings	  
to	  areas,	  could	  also	  have	  a	  beneficial	  effect	  with	  people	  appreciating	  why	  
more	  businesses	  were	  being	  attracted	  to	  London	  (Greater	  London	  
Authority,	  2001b:	  3).	  
	  
Consequently	  following	  Livingstone’s	  direct	  spatial	  planning	  policies,	  which	  included	  
narrowing	  the	  viewing	  corridors	  of	  the	  St	  Paul’s	  Heights	  policy	  of	  1938,	  reducing	  the	  
number	  of	  protected	  and	  designated	  views	  across	  London	  from	  34	  to	  26	  (these	  will	  be	  
discussed	  in	  section	  3.2	  of	  Chapter	  Three),	  with	  the	  continued	  relaxation	  of	  spatial	  
policies	  by	  the	  Corporation	  of	  London	  within	  the	  City,	  the	  floodgates	  were	  opened	  for	  
the	  future	  proliferation	  of	  the	  construction	  of	  tall	  buildings.	  	  
To	  the	  present	  day	  London	  skyline	  as	  it	  stands	  in	  2014	  [fig.	  132].	  The	  majority	  of	  the	  tall	  
(iconic)	  buildings	  prominent	  in	  this	  skyline,	  that	  is,	  in	  the	  City	  and	  central	  London,	  are	  
the	  legacy	  of	  Livingstone’s	  spatial	  policies	  predicated	  by	  his	  desire	  to	  consolidate	  
London’s	  world	  city	  status.	  Though	  of	  course	  this	  has	  to	  be	  understood	  in	  the	  context	  of	  
a	  globally	  competitive	  neoliberal	  economy;	  one	  that	  has	  instigated	  and	  overseen	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Fig.	  132:	  London	  skyline	  incorporating	  from	  left	  to	  right	  St	  Paul’s	  Cathedral,	  towers	  in	  the	  City,	  Canary	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Wharf,	  the	  Shard,	  April	  2014	  	  	  	  	  	  
	  
	  
a	  global	  building	  boom	  of	  highly	  visible	  iconic	  signature	  buildings	  by	  ‘starchitects’288	  in	  
the	  aftermath	  and	  in	  search	  of	  the	  ‘Bilbao	  Effect’289	  by	  the	  commissioning	  state	  and	  
corporate	  sector	  who	  ‘want’	  to	  be	  ‘seen’	  inhabiting	  these	  iconic	  buildings	  as	  a	  reflection	  
(exuding	  a	  successful	  and	  progressive	  image)	  of	  the	  said	  company’s	  transnational	  
financial	  and	  competitive	  status	  and	  aspirations;	  this	  is	  fictitious	  value	  creation	  based	  on	  
the	  adage	  of	  ‘speculate	  to	  accumulate’.	  	  
In	  order	  for	  these	  ‘new’	  architectural	  buildings	  to	  be	  considered	  ‘iconic’	  and	  thus	  situate	  
their	  host	  cities	  (and	  clients)	  on	  the	  global	  map,	  they	  must	  have,	  Leslie	  Sklair	  (2006:	  39)	  
notes:	  
institutionally	  sanctioned	  symbolic/aesthetic	  significance	  to	  be	  iconic	  at	  any	  
level.	  This	  is	  what	  makes	  sense	  of	  their	  perceived	  symbolic/aesthetic	  
qualities,	  what	  makes	  them	  iconic	  and	  thus	  “famous”	  in	  the	  local	  context.	  In	  
the	  global	  era	  these	  processes	  tend	  to	  be	  driven	  by	  the	  corporate	  sector,	  
whether	  or	  not	  specific	  buildings	  and	  spaces	  are	  sponsored	  by	  the	  state	  or	  
the	  private	  sector	  or	  both.	  It	  is	  obvious	  that	  the	  business	  of	  business	  is	  
business,	  less	  obvious	  that	  the	  business	  of	  the	  state	  is,	  increasingly,	  
business	  too	  (Sklair,	  2006:	  39).290	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
288	  Starchitects	  is	  the	  name	  given	  to	  describe	  star	  (ie.	  celebrity)	  architects	  who	  design	  signature	  ‘iconic’	  
buildings	  in	  cities	  across	  the	  world.	  
289	  As	  mentioned	  earlier	  in	  this	  section	  this	  is	  attributed	  to	  the	  inauguration	  of	  Guggenheim	  Museum	  Bilbao	  
in	  1997.	  
290	  Another	  aspect	  of	  recent	  iconic	  buildings	  are	  the	  nicknames	  attributed	  to	  them	  as	  a	  means	  of	  
familiarizing	  and	  marketing	  their	  ‘image’	  in	  what	  Charles	  Jencks	  (2005:	  13)	  calls	  a	  ‘one-­‐liner’.	  Jencks,	  C.	  
(2005)	  The	  iconic	  building:	  the	  power	  of	  enigma.	  London:	  Frances	  Lincoln	  Ltd,	  p.	  13.	  For	  musings	  on	  
inventing	  names	  for	  London	  buildings	  see:	  Newman,	  H.	  (2013)	  Common.	  Isle	  of	  Wight:	  The	  Copy	  Press	  Ltd,	  
pp.	  47-­‐48.	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Thus	  ‘starchitects’	  are	  commissioned	  to	  design	  ‘public–private	  buildings	  that	  can	  act	  as	  
logos	  for	  [the]	  city’	  acting	  as	  ‘symbols	  of	  prosperity’	  (Kaika	  &	  Thielen,	  2006:	  66).	  
The	  first	  of	  the	  current	  iconic	  building	  trend	  in	  London	  (in	  this	  particular	  instance	  the	  
City)	  was	  30	  St	  Mary	  Axe	  [fig.	  133]	  completed	  in	  2004.	  Designed	  by	  Norman	  Foster,	  the	  	  
40-­‐floor	  building	  was	  approved	  by	  John	  Prescott	  the	  Deputy	  Prime	  Minister	  of	  the	  
Labour	  government	  at	  the	  time.	  The	  planning	  approval	  (before	  Ken	  Livingstone	  became	  
the	  first	  London	  Mayor)	  was	  entirely	  predicated	  around	  the	  premise	  of	  the	  ‘Bilbao	  
Effect’.	  Other	  buildings	  that	  have	  since	  followed,	  with	  planning	  approved	  under	  the	  
Livingstone	  Mayoral	  term	  are:	  the	  Willis	  Building	  [figs.	  134-­‐136],	  designed	  again	  by	  
Norman	  Foster,	  completed	  in	  2008,	  26	  floors;	  Heron	  Tower	  [figs.	  137-­‐139],	  designed	  by	  
Kohn	  Pedersen	  Fox,	  completed	  in	  2011,	  46	  floors;	  the	  Shard	  [fig.	  140],	  designed	  by	  
Renzo	  Piano,	  completed	  in	  2013,	  72	  floors;	  Leadenhall	  Building	  [fig.	  141],	  designed	  by	  
Rogers	  Stirk	  Harbour	  +	  Partners,	  completed	  2014,	  48	  floors;	  20	  Fenchurch	  Street	  [fig.	  
142],	  designed	  by	  Rafael	  Viñoly,	  currently	  under	  completion,	  37	  floors.	  	  
These	  buildings,	  are	  all	  for	  commercial	  or	  mixed-­‐use,	  provide	  the	  visual	  beacons	  of	  
neoliberal	  capital	  power,	  overlooking	  the	  city	  spread	  out	  below	  and	  dominating	  the	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Fig.	  133:	  30	  St	  Mary	  Axe	  viewed	  from	  Billiter	  Street,	  April	  2014	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Fig.	  134:	  Willis	  Building	  viewed	  from	  Lime	  Street,	  June	  2014	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Fig.	  135:	  The	  Shard	  and	  20	  Fenchurch	  Street	  viewed	  from	  the	  outdoor	  client	  terrace	  of	  the	  Willis	  Building,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  June	  2014	  
	  
	  
Fig.	  136:	  Leadenhall	  Building,	  Heron	  Tower,	  and	  30	  St	  Mary	  Axe	  viewed	  from	  the	  outdoor	  client	  terrace	  of	  	  	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  the	  Willis	  Building,	  June	  2014	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Fig.	  137:	  Heron	  Tower	  viewed	  from	  Duke’s	  Place,	  June	  2014	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Fig.	  139:	  Heron	  Tower,	  38th	  floor	  windows	  overlooking	  London,	  June	  2014	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Fig.	  140:	  The	  Shard	  viewed	  from	  St	  Thomas	  Street,	  April	  2014	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Fig.	  141:	  Leadenhall	  Building	  viewed	  from	  Leadenhall	  Street,	  April	  2014	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Fig.	  142:	  20	  Fenchurch	  Street	  viewed	  from	  the	  outdoor	  client	  terrace	  of	  the	  Willis	  Building,	  June	  2014	  




	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  143:	  London	  skyline	  in	  horizon	  viewed	  from	  Leyton	  Midland	  Road	  Overground	  station	  
	   	  	  	  	  	  	  	  	  	  	  	  	  platform.	  Featuring	  from	  left	  to	  right:	  the	  Shard,	  20	  Fenchurch	  Street,	  30	  St	  Mary	  Axe,	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Whilst	  some	  of	  Livingstone’s	  spatial	  policies	  have	  since	  been	  tightened	  by	  the	  current	  
Conservative	  Mayor	  Boris	  Johnson	  since	  his	  election	  in	  2008,	  the	  proliferation	  of	  tall	  
buildings	  not	  only	  continues	  but,	  according	  to	  the	  NLA	  findings	  published	  in	  June	  2014,	  
will	  become	  stratospheric.	  The	  report	  highlights	  that	  the	  most	  dramatic	  transformation	  
to	  London’s	  urban	  fabric	  and	  skyline	  is	  under	  development	  with	  the	  current	  and	  future	  
construction	  of	  236	  tall	  buildings	  set	  to	  take	  place	  over	  the	  next	  ten	  years.	  Whilst	  
dispersed	  throughout	  London	  (although	  mostly	  not	  in	  the	  west),	  the	  London	  Borough	  of	  
Tower	  Hamlets	  in	  east	  London	  will	  have	  the	  highest	  concentration	  of	  these	  tall	  buildings	  
with	  55,	  amounting	  to	  23.31%	  of	  the	  total.	  With	  the	  majority	  located	  on	  the	  eastern	  
fringes	  of	  the	  City	  and	  in	  the	  financial	  hub	  of	  the	  Docklands,	  their	  current	  status	  at	  the	  
time	  of	  the	  publication	  of	  the	  study	  are:	  13	  under	  construction,	  22	  approved,	  14	  
proposed,	  and	  6	  unknown.	  The	  Southbank	  area	  incorporating	  Southwark,	  Greenwich,	  
Lambeth	  and	  Wandsworth	  will	  together	  host	  37	  (51%)	  of	  the	  236	  buildings.	  8	  of	  the	  
buildings	  will	  be	  located	  in	  the	  City	  of	  London,	  a	  3.39%	  share,	  3	  are	  under	  construction,	  
4	  have	  been	  approved,	  and	  1	  is	  proposed.	  Given	  the	  size	  of	  the	  City	  and	  limited	  land	  
available,	  this	  ‘low’	  number	  in	  comparison	  is	  not	  surprising.	  The	  primary	  use	  of	  the	  
buildings	  are	  proposed	  for	  residential	  development	  at	  189	  buildings	  (80.1%),	  with	  18	  
(7.6%)	  office	  towers,	  13	  (5.5%)	  mixed	  use,	  and	  8	  (3.4%)	  hotels	  (London’s	  Centre	  for	  Built	  
Environment,	  2014:	  63).	  	  
The	  transformation	  to	  the	  urban	  fabric	  and	  skyline	  in	  the	  environs	  of	  Aldgate	  in	  Tower	  
Hamlets,	  the	  transitional	  area	  between	  the	  City	  and	  the	  East	  End	  (some	  of	  which	  falls	  
within	  the	  City	  ward),	  has	  been	  evident	  since	  the	  completion	  of	  the	  first	  of	  these	  iconic	  
buildings	  30	  St	  Mary	  Axe	  in	  2004	  [fig.	  144].	  As	  I	  stated	  previously	  in	  the	  introduction	  to	  
this	  thesis,	  throughout	  the	  seven	  years	  I	  resided	  in	  the	  area	  from	  2005	  to	  2012,	  it	  
underwent	  and	  continues	  to	  undergo	  massive	  redevelopment,	  gentrification,	  and	  
subsequent	  social	  displacement.	  This	  investment	  of	  capital	  is	  not	  merely	  limited	  to	  its	  
urban	  fabric	  with	  buildings	  torn	  down	  and	  replaced	  by	  both	  signature	  corporate	  and	  
luxury	  residential	  tall	  buildings,	  it	  is	  also	  visually	  evident	  in	  the	  gleaming	  looming	  City	  
skyline	  viewed	  from	  the	  ground	  level	  perspective	  of	  the	  streets	  with	  the	  brick	  buildings	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Fig.	  144:	  The	  City	  of	  London	  skyline	  viewed	  from	  Aldgate	  on	  the	  corner	  with	  Jewry	  Street.	  In	  the	  background	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  from	  left	  to	  right:	  20	  Fenchurch	  Street,	  Willis	  Building,	  Leadenhall	  Building,	  30	  St	  Mary	  Axe,	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Heron	  Tower,	  April	  2014	  	  
	  
in	  the	  foreground	  dwarfed	  in	  comparison;	  form	  follows	  finance.	  Such	  instances	  of	  new	  
tall	  corporate	  and	  residential	  buildings	  within	  the	  immediate	  environs	  include:	  20	  
Fenchurch	  Street	  (commercial)	  [figs.	  145-­‐146];	  Altitude	  (residential)	  [figs.	  147-­‐148];	  One	  
Commercial	  Street	  (residential)	  [figs.	  149-­‐150];291	  Aldgate	  Tower	  (commercial)	  [fig.	  150];	  
Goodman’s	  Fields	  (mixed-­‐use)	  [figs.	  151-­‐152].	  	  
Touted	  as	  a	  ‘vibrant	  new	  commercial	  quarter’	  the	  areas’	  regeneration,	  due	  for	  
completion	  in	  2017,	  will	  encompass	  over	  40	  new	  restaurants	  and	  cafes,	  11	  residential	  
developments	  providing	  2,500	  new	  homes,	  2.2	  million	  sq	  ft	  of	  office	  developments,	  over	  
3,300	  hotel	  rooms,	  and	  13	  acres	  of	  new	  ‘public	  space’	  including	  parks,	  gardens	  and	  
seating	  areas.	  It	  is	  speculated	  that	  there	  will	  be	  over	  £1.3	  billion	  of	  capital	  
transactions.292	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
291	  Designed	  by	  John	  Seifert,	  the	  son	  of	  Richard	  Seifert	  who	  designed	  Centre	  Point	  and	  Tower	  42.	  	  
292	  See:	  <http://www.aldgatetower.com/regeneration/>	  (Accessed	  6	  September	  2014).	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Fig.	  145:	  20	  Fenchurch	  Street	  before	  construction,	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.146:	  20	  Fenchurch	  Street	  near	  completion,	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  Fig.	  147:	  Altitude	  Building,	  Aldgate,	  December	  2012	  
	  
	  
	   	   	  	  	  	  	  	  	  	  	  Fig.	  148:	  Altitude	  Building,	  Aldgate,	  April	  2014	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Fig.	  149:	  Whitechapel	  High	  Street	  looking	  towards	  Aldgate	  East	  and	  the	  City.	  20	  Fenchurch	  Street	  and	  One	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Commercial	  Street	  (under	  construction),	  December	  2012	  
	  
	  
Fig.	  150:	  Whitechapel	  High	  Street	  looking	  towards	  Aldgate	  East	  and	  the	  City.	  From	  left	  to	  right:	  the	  Shard,	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Aldgate	  Tower,	  20	  Fenchurch	  Street,	  One	  Commercial	  Street	  (near	  completion),	  April	  2014	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Fig.	  151:	  Demolition	  of	  Goodman’s	  Fields,	  Leman	  Street,	  to	  make	  way	  for	  redevelopment,	  April	  2011	  
	  
	  
Fig.	  152:	  Goodman’s	  Fields,	  Leman	  Street,	  under	  construction,	  April	  2014	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These	  developments	  are	  targeted	  towards	  the	  accommodation	  of	  global	  capital	  
corporations	  and	  luxurious	  residential	  use	  for	  mostly	  rich	  City	  workers	  (who	  can	  walk	  to	  
the	  City)	  and	  international	  sale	  and	  or	  let	  investment.	  Sale	  prices	  for	  apartments	  and	  
penthouses	  range	  from	  half	  a	  million	  pounds	  for	  a	  one-­‐bedroom	  apartment,	  to	  just	  
under	  five	  million	  pounds	  for	  a	  three	  bedroom	  penthouse.	  	  
A	  defining	  feature	  of	  these	  and	  other	  tall	  buildings	  under	  development	  throughout	  
London	  (and	  globally)	  is	  the	  marketing	  of	  the	  ‘view’	  inside,	  of,	  and	  from	  the	  buildings,	  as	  
an	  aesthetic,	  social,	  and	  monetary	  lifestyle	  choice.	  These	  are	  marketed	  ‘views’	  within	  tall	  
buildings	  for	  the	  use	  of	  multi-­‐national	  corporations	  and	  exclusive	  residential	  sale;	  one	  
that	  affluence	  buys	  you	  into.	  In	  the	  words	  of	  Livingstone	  himself	  as	  far	  back	  as	  2001	  in	  
the	  interim	  planning	  guidance,	  he	  states:	  
In	  recent	  years	  there	  has	  been	  a	  renewed	  appreciation	  of	  the	  benefits	  of	  
high	  rise	  living	  [...]	  for	  [some]	  the	  advantages	  of	  modern	  living	  plus	  
spectacular	  views	  are	  increasingly	  attractive.	  In	  the	  private	  sector,	  upper	  
floors	  in	  tall	  residential	  buildings,	  especially	  along	  the	  River	  Thames,	  
command	  higher	  rents	  and	  sale	  prices	  (Livingstone,	  2001:	  11-­‐12).	  
	  
The	  marketing	  of	  the	  view	  is	  not	  merely	  contained	  to	  advertising	  on	  the	  promotional	  
sales	  brochures	  or	  websites,	  they	  appear	  and	  enfold	  the	  building	  construction	  sites	  
themselves	  through	  advertising	  hoardings.	  Such	  marketing	  rhetoric	  include	  the	  phrases:	  
‘Set	  your	  sights	  higher’;	  ‘The	  pinnacle	  of	  luxury	  London	  living’;	  ‘Breathtaking	  views	  inside	  
and	  out’;	  ‘London	  living	  reaches	  new	  heights’	  [figs.	  153-­‐156];	  ‘Outstanding	  views	  over	  
the	  city’	  [fig.	  157];	  ‘Breathtaking	  panoramic	  views’	  [fig.	  158];	  ‘Higher,	  brighter,	  bigger	  
living’	  [fig.	  159];	  whilst	  a	  more	  ‘exclusive’	  invitation	  is:	  ‘For	  a	  private	  view	  of	  the	  new	  city	  
skyline…’	  [fig.	  160].	  	  
In	  both	  residential	  sales	  and	  commercial	  rental	  the	  higher	  up	  the	  occupation	  of	  the	  
building	  the	  higher	  the	  real	  estate	  value,	  an	  increase	  of	  1.5%	  per	  floor.293	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
293	  This	  figure	  corresponds	  to	  London	  and	  was	  quoted	  in	  the	  series	  of	  presentations	  given	  at	  the	  NLA	  titled	  
‘Tall	  Buildings	  International	  Breakfast	  Showcase’,	  on	  30	  May	  2014.	  








	  	  	  	  	  	  	  	  Figs.	  153-­‐156:	  Advertising	  hoardings	  for	  Altitude,	  Aldgate,	  April	  2014	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Fig.	  158:	  Advertising	  hoarding	  for	  One	  Commercial	  Street,	  Aldgate,	  December	  2012.	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  Fig.	  159:	  Advertising	  hoarding,	  Bankside,	  Southwark,	  June	  2014	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.160:	  Advertising	  hoarding,	  Bankside,	  Southwark,	  June	  2014	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A	  consumer	  market	  ploy	  that	  taps	  into	  our	  human	  desires,	  this	  advertising	  plays	  on	  what	  
Zygmunt	  Bauman	  calls	  the	  contradictory	  yearnings	  of	  a	  ‘longing	  for	  a	  sense	  of	  belonging	  
within	  a	  group	  or	  an	  agglomeration,	  and	  a	  desire	  to	  be	  distinct	  from	  the	  masses’	  
(Bauman,	  2011:	  21).	  The	  view	  of	  and	  from,	  in	  this	  instance	  the	  ‘selling’	  of	  this	  view,	  
marks	  the	  symbol	  of	  an	  affluent	  lifestyle,	  a	  way	  of	  life	  encompassing	  a	  certain	  ‘point	  of	  
view’.	  Kaika	  draws	  on	  Cornelius	  Castoriadis’	  (1987)	  concept	  of	  ‘radical	  imaginary’	  (1987)	  
to	  put	  forward	  how	  the	  constructed	  symbols	  espoused	  through	  architectural	  form	  are:	  	  
not	  just	  the	  expressions	  of	  a	  collective	  identity;	  they	  are	  the	  reason	  why	  
and	  the	  mechanism	  through	  which	  this	  collective	  identity	  comes	  into	  being	  
in	  the	  first	  place	  (Kaika,	  2010:	  457).	  
	  
The	  resident	  of	  the	  tall	  building	  is	  placed	  in	  a	  position	  of	  imagined	  and	  actual	  (monetary)	  
power;	  height	  (physical	  and	  visual)	  equals	  prosperity	  and	  success.	  The	  residents	  become	  
a	  panopticon,	  de	  Certeau’s	  ‘solar	  Eye’	  at	  a	  distance	  from	  those	  down	  below,	  the	  
‘ordinary	  practitioners	  of	  the	  city’	  (de	  Certeau,	  1984:	  93).	  This	  is	  high-­‐level	  living	  
‘associated’,	  Donald	  McNeill	  writes,	  with	  ‘elite	  power’,	  as	  opposed	  to	  that	  of	  social	  
housing	  that	  stressed	  ‘a	  democracy	  of	  views’	  (McNeill,	  2005:	  51-­‐52).	  Therefore	  the	  place	  
you	  reside,	  and	  I	  would	  add	  work,	  ‘continues	  to	  represent	  you’,	  Wigley	  states:	  
when	  you	  are	  hidden	  within	  it,	  away,	  asleep	  or	  dead	  […]	  your	  building	  
projects	  some	  kind	  of	  stable	  image	  regardless	  of	  what	  you	  are	  doing	  or	  
feeling	  (Wigley,	  2004:	  106).	  
	  
The	  oscillation	  of	  outside/inside	  of	  the	  image	  and	  signifier	  of	  the	  view	  ‘of’	  the	  buildings	  
with	  the	  image	  and	  signifier	  of	  the	  view	  ‘from’	  the	  buildings	  discussed	  earlier	  in	  relation	  
to	  the	  Twin	  Towers,	  is	  seized	  upon	  and	  framed	  literally	  by	  the	  architectural	  design	  and	  
marketing	  of	  the	  recently	  built	  Riverlight	  buildings	  in	  Vauxhall	  Nine	  Elms	  Battersea,	  
London.	  Designed	  by	  the	  British	  architectural	  firm	  Rogers	  Stirk	  Harbour	  +	  Partners	  
(Richard	  Rogers,	  as	  noted	  earlier,	  was	  Ken	  Livingstone’s	  adviser),	  the	  Riverlight	  
residential	  buildings	  form	  part	  of	  a	  regeneration	  ‘opportunity	  area’	  under	  the	  GLA’s	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London	  Plan	  Planning	  Framework	  (Mayor	  of	  London,	  2012a:	  1).294	  The	  apartments	  
overlooking	  the	  Thames,	  with	  a	  value	  averaging	  five	  million	  pounds	  for	  two	  to	  three	  
bedrooms,	  with	  Penthouses	  at	  nine	  million,	  are	  promoted	  as	  riverside	  living	  from	  a	  ‘new	  
point	  of	  view’	  (St	  James	  Group,	  2013).	  ‘[U]plifting	  views’	  of	  the	  capital’s	  skyline	  ‘can	  be	  
enjoyed	  from	  the	  comfort	  of	  your	  own	  home’	  (St	  James	  Group,	  20130,	  through	  the	  floor	  
to	  ceiling	  glazing	  which	  opens	  out	  the	  ‘views	  ‘	  [fig.	  161]	  (St	  James	  Group,	  2013:	  30),	  the	  
terraces	  providing	  a	  ‘genuine	  inside/outside	  living	  experience’	  [fig.	  162]	  (St	  James	  
Group,	  2013:	  31).	  The	  fact	  however	  is	  that	  land	  is	  at	  such	  a	  high	  premium	  that	  the	  
apartments	  are	  in	  reality	  extremely	  small	  with	  very	  low	  ceilings	  (hence	  more	  
apartments),	  and	  the	  ‘outside’	  view	  has	  to	  be	  opened	  out	  through	  the	  wall	  to	  ceiling	  
glazing	  and	  balconies	  in	  order	  to	  enlarge	  the	  limited	  architectural	  space.	  It	  is	  the	  ‘view’,	  
the	  act	  of	  ‘viewing’,	  and	  their	  signification	  that	  have	  to	  be	  the	  selling	  point.	  	  	  
Ultimately	  the	  sales	  pitch	  of	  the	  selling	  of	  the	  ‘view’	  aligns	  a	  privileged	  capitalist	  
economy	  to	  the	  acquisition	  of,	  and	  inherent	  status	  in,	  the	  attainment	  of	  this	  literal	  and	  
metaphorical	  ‘view’.	  Tall	  buildings	  manifest	  a	  materialisation	  of	  this	  ‘vision’.	  
Historically	  many	  tall	  buildings	  (churches,	  World	  Trade	  Center,	  Shard	  etc)	  have	  had	  and	  
continue	  to	  encompass	  observation	  platforms	  open	  to	  the	  paying	  visitor.	  There	  is	  a	  
penchant	  for	  locating	  restaurants,	  bars,	  and	  private	  dining	  clubs	  where	  corporate	  firms	  
can	  entertain	  their	  clients,	  in	  the	  loftiest	  heights	  of	  buildings.	  This	  is	  a	  strategy	  
(alongside	  locating	  the	  most	  expensive	  properties	  higher	  up)	  to	  create	  more	  value	  
through	  the	  built	  form	  of	  the	  building.	  In	  this	  sense	  the	  rhetoric	  of	  the	  advertising	  
hoarding	  for	  20	  Fenchurch	  Street	  during	  its	  early	  construction	  phase:	  ‘The	  view	  belongs	  
to	  everyone’	  [fig.	  163]	  seems	  truly	  democratic;	  access	  for	  all.	  In	  London	  for	  instance	  30	  
St	  Mary	  Axe,	  Willis	  Building,	  Centre	  Point,	  Tower	  42	  amongst	  others,	  all	  subscribe	  to	  
‘fine	  dining	  with	  a	  view’.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
294	  Opportunity	  areas	  are	  identified	  as	  places	  in	  London	  ‘with	  the	  potential	  to	  accommodate	  substantial	  
numbers	  of	  new	  jobs	  and	  homes’.	  P.	  1.	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However	  if	  they	  are	  open	  to	  the	  public	  their	  high	  prices	  (as	  is	  also	  the	  case	  with	  
observation	  platforms)	  will	  make	  it	  prohibitive	  to	  some,	  thus	  exclusive	  to	  others,	  further	  
striating	  access	  to	  this	  ‘view’.	  	  
	  
	  
Fig.	  163:	  Advertising	  hoarding	  for	  20	  Fenchurch	  Street,	  October	  2011	  
	  
20	  Fenchurch	  Street	  is	  taking	  the	  notion	  of	  public	  ‘access’	  into	  new	  territory	  with	  the	  
development	  of	  a	  ‘public	  park’	  located	  at	  the	  top	  of	  the	  building.	  The	  website	  of	  one	  of	  
its	  developers,	  Land	  Securities,	  states:	  
this	  will	  be	  a	  building	  for	  all	  Londoners.	  155	  metres	  up,	  a	  spectacular	  Sky	  
Garden	  over	  the	  top	  3	  floors	  will	  offer	  views	  across	  the	  capital	  and	  far	  
beyond.	  Extending	  to	  over	  29,924	  sq.ft.,	  it	  will	  include	  an	  outside	  roof	  
terrace,	  botanical	  gardens,	  a	  Champagne	  Bar	  and	  restaurants	  with	  360-­‐
degree	  views.	  It	  will	  come	  as	  no	  surprise	  to	  learn	  that	  this	  will	  be	  London's	  
highest	  public	  park	  (Land	  Securities).	  
	  
This	  will	  of	  course	  be	  the	  complete	  opposite	  of	  the	  very	  notion	  of	  a	  ‘public	  park’;	  whilst	  
private	  spaces	  for	  public	  use	  and	  access	  is	  now	  commonplace	  in	  a	  neoliberal	  society	  of	  
state	  and	  private	  partnership,	  access	  to	  this	  ‘outdoor	  space’,	  a	  public	  park,	  will	  have	  to	  
be	  negotiated	  through	  security	  checks,	  lifts,	  and	  restricted	  headcount	  at	  any	  one	  time,	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let	  alone	  behavioural	  control,	  the	  Sky	  Garden	  will	  be	  anything	  but	  public.	  Access	  will	  be	  
more	  outwardly	  controlled	  than	  the	  private	  for	  public	  use	  spaces	  we	  knowingly	  or	  
unwittingly	  negotiate	  throughout	  the	  city	  on	  a	  daily	  basis.	  Clearly	  the	  rhetoric	  of	  the	  20	  
Fenchurch	  Street	  advertising	  hoarding,	  ‘The	  view	  belongs	  to	  everyone’,	  is	  anything	  but.	  	  
Instead,	  as	  de	  Certeau	  would	  say,	  ‘down	  below’	  on	  the	  streets	  beyond	  the	  threshold	  of	  
visibility	  and	  the	  views	  afforded	  by	  the	  lofty	  heights,	  is	  where	  the	  view	  for	  ‘everyone’	  
truly	  exists.	  It	  is	  where	  the	  social,	  psychological,	  and	  bio-­‐political	  effects	  and	  
consequences	  of	  the	  ‘privatising	  of	  the	  view’	  and	  regeneration	  to	  the	  urban	  fabric	  is	  felt	  
and	  ‘endured’	  most	  by	  those	  on	  the	  ‘outside’.	  As	  Kaika	  and	  Thielen	  note:	  
despite	  the	  fact	  that	  these	  buildings	  dominate	  the	  urban	  skyline,	  their	  
relation	  to	  public	  space	  is	  very	  different	  to	  that	  of	  older	  shrines	  
[cathedrals].	  They	  stand	  like	  self	  assured	  and	  self-­‐sufficient	  fortresses,	  
neither	  needing	  nor	  desiring	  to	  engage	  with	  public	  space.	  Despite	  making	  a	  
loud	  public	  statement,	  they	  nevertheless	  look	  inwards	  and	  more	  often	  than	  
not	  even	  try	  to	  “protect”	  themselves	  from	  the	  public	  realm,	  by	  blocking	  
access	  to	  the	  public,	  or	  by	  making	  access	  excessively	  expensive	  (Kaika	  and	  
Thielen,	  2006:	  63).	  
	  
The	  domination	  of	  the	  urban	  skyline	  and	  its	  relationship	  to	  the	  public	  realm	  is	  also	  a	  
matter	  that	  some,	  one	  being	  the	  Deputy	  Chairman	  of	  CABE	  (Commission	  for	  
Architecture	  and	  the	  Built	  Environment)	  in	  2001,	  opine	  is	  inconsequential,	  for	  in	  the	  
House	  of	  Commons	  Tall	  Buildings	  report	  of	  2001-­‐02,	  he	  is	  quoted	  as	  stating:	  	  
One	  of	  the	  things	  about	  cities	  is	  that,	  by	  taking	  a	  few	  steps	  or	  looking	  in	  a	  
different	  direction,	  you	  do	  not	  have	  to	  look	  at	  anything	  you	  don’t	  like…I	  
think	  it	  is	  a	  myth	  that	  tall	  buildings	  have	  more	  impact	  on	  somebody	  walking	  
along	  the	  street.	  Most	  people	  walking	  along	  the	  street	  are	  not	  looking	  
upwards,	  or	  not	  for	  very	  long	  because	  they	  bump	  into	  things	  (House	  of	  
Commons,	  2002:	  27).	  
	  
In	  Aldgate	  an	  existing	  ‘local	  community’	  in	  this	  transitory	  space	  between	  the	  City	  and	  
the	  East	  End	  is	  hard	  to	  discern	  by	  visitors.	  Scattered	  and	  hidden	  amongst	  the	  newly	  
rising	  and	  present	  corporate	  buildings	  and	  the	  weekday	  hustle	  and	  bustle	  of	  office	  
workers,	  traffic,	  new	  constructions,	  and	  retail	  businesses	  (businesses,	  office	  and	  retail	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associated	  with	  catering	  to	  the	  City	  are	  closed	  at	  weekends	  rendering	  a	  ‘ghost	  town’	  
atmosphere),	  are	  the	  backstreets	  with	  residential	  communities,	  primary	  schools,	  health	  
centres,	  social	  housing,	  community	  gardens,	  churches,	  tailors,	  restaurants,	  and	  small	  
corner	  shops	  [fig.	  164].	  During	  and	  since	  the	  period	  I	  resided	  in	  Aldgate	  convenience	  
store	  supermarkets	  -­‐	  Tesco	  Express,	  Sainsbury’s	  Local	  –	  have	  opened	  on	  four	  street	  
corners	  within	  a	  three	  minute	  walking	  radius	  from	  each	  other,	  along	  with	  three	  large	  
franchise	  private	  membership	  only	  gyms,	  a	  number	  of	  what	  are	  euphemistically	  
advertised	  as	  gentlemen’s	  clubs,	  that	  is	  pole	  and	  or	  lap	  dancing	  clubs,	  as	  well	  the	  
increasing	  proliferation	  of	  CCTV	  camera	  systems	  as	  discussed	  at	  the	  beginning	  of	  this	  
chapter.	  These	  changes	  or	  ‘additions’	  are	  specifically	  catering	  to	  the	  professional,	  single,	  
city	  worker,	  prospective	  resident	  of	  the	  buildings	  with	  a	  ‘higher	  view’.	  Simultaneously	  
rising	  residential	  and	  office	  rental	  prices	  force	  current	  residents,	  and	  independent	  
businesses	  and	  local	  charities	  to	  move	  out	  of	  the	  area.	  Instead	  the	  homeless	  set	  camp	  
sleeping	  by	  the	  foundations	  of	  Aldgate	  tower,	  and	  in	  Braham	  Street	  Park	  (off	  Mansell	  
Street),	  which	  opened	  in	  2009.	  Although	  redeveloped	  and	  owned	  by	  Tower	  Hamlets	  
council,	  the	  park	  adopts	  the	  aesthetics	  of	  a	  private	  for	  public	  use	  (corporate)	  space,	  and	  
was	  designed	  with	  the	  transitory	  use,	  and	  for	  the	  benefit	  of,	  the	  office	  worker	  in	  mind	  
[fig.	  165].	  The	  sparse,	  uninviting	  park	  is	  a	  walk	  through	  space	  with	  some	  strategically	  
positioned	  greenery	  and	  very	  limited	  seating;	  it	  provides	  an	  outdoor	  area	  for	  office	  
workers	  to	  consume	  their	  lunches	  during	  sunny	  lunch	  breaks.	  It	  hosts	  no	  facilities	  
thereby	  making	  no	  concessions	  for	  anything	  or	  anyone	  outside	  of	  the	  corporate	  set	  it	  is	  
‘catering’	  for.	  	  
Unsurprisingly	  since	  its	  unveiling	  in	  2009	  Braham	  Street	  Park	  has	  been	  beset	  by	  
problems:	  social	  (homeless	  occupation),	  design	  (drainage	  issues),	  and	  environmental	  
(rat	  infestation).	  It	  is	  a	  ‘no	  go’	  area	  at	  night	  and	  equally	  uninviting	  during	  the	  day.	  	  	  
	   211	  
	  
Fig.	  164:	  Goodman’s	  Fields	  development	  seen	  from	  Alie	  Street	  on	  corner	  of	  St	  Mark	  Street,	  Aldgate,	  April	  	  	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  2014	  
	  
	  
Fig.	  165:	  Braham	  Street	  Park,	  off	  Mansell	  Street,	  looking	  towards	  Aldgate	  Tower,	  Aldgate,	  April	  2014	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Equally	  the	  social,	  psychological,	  and	  bio-­‐political	  effects	  of	  this	  regeneration	  are	  
manifested	  and	  materialised	  through	  and	  within	  the	  luxurious	  residential	  tall	  buildings	  
themselves.	  When	  Ken	  Livingstone	  initiated	  his	  policies	  with	  the	  private	  sector	  for	  the	  
inclusion	  of	  affordable	  housing	  in	  new	  developments	  in	  exchange	  for	  planning	  
permission,	  he	  imagined,	  one	  would	  suspect,	  social	  inclusion	  and	  not	  segregation.	  
However	  growing	  in	  popularity	  amongst	  developers,	  and	  in	  turn	  appeasing	  a	  certain	  
‘select’	  number	  of	  affluent	  homebuyers,	  is	  the	  implementation	  of	  what	  has	  come	  to	  be	  
colloquially	  known	  as	  ‘poor	  doors’,	  that	  is,	  the	  separate	  access	  to	  the	  buildings	  that	  the	  
affordable	  housing	  tenants	  are	  forced	  to	  use.295	  Meanwhile	  the	  affluent	  private	  
homebuyers	  access	  buildings	  through	  the	  front	  door	  consisting	  mostly	  of	  hotel	  style	  
lobbies	  with	  attendant	  concierge	  service.	  According	  to	  a	  buying	  agent	  quoted	  in	  The	  
Guardian	  newspaper	  (25	  July	  2014),	  this	  is	  so	  “the	  two	  social	  strata	  don't	  have	  to	  meet"	  
(Osborne,	  2014).	  ‘Poor	  doors’	  has	  been	  implemented	  in	  the	  building	  One	  Commercial	  
Street	  [fig.	  150]	  located	  above	  Aldgate	  East	  tube	  station.	  
The	  manifestation	  of	  the	  neoliberal	  desire	  of	  exclusivity	  and	  aspiration	  is	  thereby	  
materialised	  not	  merely	  in	  visual	  form	  but	  is	  imbricated	  into	  the	  very	  fabric	  of	  the	  
buildings	  and	  the	  streets	  we	  physically	  and	  psychically	  negotiate.	  As	  Harvey	  writes:	  
The	  results	  of	  this	  increasing	  polarization	  in	  the	  distribution	  of	  wealth	  and	  
power	  are	  indelibly	  etched	  into	  the	  spatial	  forms	  of	  our	  cities,	  which	  
increasingly	  become	  cities	  of	  fortified	  fragments,	  of	  gated	  communities	  and	  
privatized	  public	  spaces	  kept	  under	  constant	  surveillance.	  The	  neoliberal	  
protection	  of	  private	  property	  rights	  and	  their	  values	  become	  a	  hegemonic	  
form	  of	  politics,	  even	  for	  the	  lower	  middle	  class	  (Harvey,	  2012:	  15).	  	  
	  
It	  is	  through	  this,	  Harvey	  continues,	  that:	  
ideals	  of	  urban	  identity,	  citizenship,	  and	  belonging,	  of	  a	  coherent	  urban	  
politics,	  already	  threatened	  by	  the	  spreading	  malaise	  of	  the	  individualistic	  
neoliberal	  ethic,	  become	  much	  harder	  to	  sustain	  (Harvey,	  2012:	  15).	  
	  
Urbanism	  itself,	  as	  process	  and	  product,	  is	  the	  source	  and	  profit	  of	  capital	  production.	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  This	  is	  not	  limited	  to	  entrances	  and	  exits	  but	  also	  includes	  separate	  rubbish	  disposal,	  deliveries,	  and	  car-­‐
parking	  facilities	  available	  only	  for	  private	  owner	  tenants.	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Hence	  the	  city,	  its	  urban	  fabric	  and	  socio-­‐spatial	  structure	  manifest	  and	  correlate	  with	  
its	  economy.	  Historically	  the	  skyline	  of	  church	  and	  civic	  towers	  in	  all	  their	  architectural	  
forms	  were	  the	  visual	  manifestations	  of	  this	  economy	  and	  subsequent	  power,	  whilst	  in	  
contemporary	  times	  they	  have	  been	  replaced	  by	  the	  corporate	  skyscraper	  (tall	  building).	  
The	  construction	  and	  central	  location	  of	  church	  and	  civic	  towers	  and	  their	  visuality	  in	  the	  
skyline,	  were	  a	  means	  of	  materialising	  this	  power	  and	  authority	  over	  its	  citizens,	  
symbolically	  and	  in	  practice.	  That	  is,	  the	  symbolic	  ‘showing’	  of	  power	  and	  authority	  itself	  
‘instigated’	  power	  and	  authority.	  In	  this	  it	  reflects	  an	  aspect	  of	  the	  concept	  of	  the	  
panopticon;	  the	  mere	  knowledge	  of	  being	  subjected	  to	  observation	  institutes	  
behavioural	  self-­‐control,	  and	  thus	  the	  power	  of	  the	  panopticon	  is	  enacted.	  Yet	  In	  the	  
present	  day	  for	  all	  the	  success,	  prosperity,	  and	  power	  symbolically	  manifested	  through	  
the	  materialisation	  of	  tall	  (iconic)	  buildings,	  that	  is,	  corporate	  and	  luxurious	  buildings	  as	  
opposed	  to	  post	  war	  social	  housing	  tower	  blocks	  that	  have	  not	  undergone	  regeneration	  
(although	  at	  first	  they	  were	  seen	  as	  utopian	  visions),	  paradoxically	  they	  are	  also	  the	  
instigators,	  aesthetic	  display	  and	  symptom	  of	  neo-­‐liberal	  economic	  crisis.	  For	  instance	  
consider	  the	  well-­‐established	  idea	  of	  a	  ‘crane	  index’,	  whereby	  the	  number	  of	  cranes	  
visible	  in	  the	  skyline	  is	  directly	  linked	  to,	  and	  is	  an	  indicator	  of,	  economic	  activity.	  A	  
higher	  number	  of	  cranes	  signify	  more	  construction	  work	  and	  a	  healthier	  economy,	  thus	  
instilling	  confidence	  in	  the	  speculative	  property	  and	  financial	  markets.	  The	  London	  
Office	  Crane	  Survey	  published	  by	  Deloitte	  Real	  Estate	  provides	  information	  and	  
forecasts	  future	  commercial	  construction.296	  Alternatively	  the	  concept	  of	  the	  skyscraper	  
index,	  initiated	  in	  1999	  by	  the	  property	  analyst	  Andrew	  Lawrence,	  charts	  a	  correlation	  
between	  the	  construction	  of	  the	  world’s	  tallest	  buildings	  and	  economic	  cycles	  in	  local	  
and	  global	  financial	  markets.	  They	  are	  seen	  as	  predictors	  of	  economic	  collapse	  as	  they	  
‘cap	  off	  what	  is	  a	  large	  building	  boom’	  (Lawrence,	  2012:	  44).	  The	  index	  cites	  examples	  
such	  as	  the	  World	  Trade	  Center	  (1973,	  US	  and	  world	  wide	  economic	  crisis),	  and	  more	  
recently	  Petronas	  Towers	  in	  Kuala	  Lumpur	  (1998,	  Asian	  economic	  crisis),	  and	  the	  Burj	  
Kalifa	  in	  Dubai	  (2010,	  global	  financial	  crisis).	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  For	  the	  summer	  2014	  edition	  see:	  <http://www.deloitte.com/view/en_GB/uk/industries/real-­‐
estate/crane-­‐survey/index.htm>	  (Accessed	  11	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As	  a	  result	  of	  these	  moments	  of	  crises	  and	  subsequent	  change,	  Kaika	  claims	  that	  
architectures’	  need	  of:	  
instituting	  new	  imaginary	  significations	  and	  symbols,	  becomes	  imperative	  
[…]	  as	  it	  will	  provide	  the	  symbols	  for	  new	  institutional	  arrangements,297	  	  
symbols	  that	  will	  act	  both	  as	  signifiers	  of	  the	  new	  order	  and	  as	  a	  means	  of	  
constituting	  this	  new	  order.	  Within	  this	  context,	  iconic	  architecture	  
produced	  under	  moments	  of	  economic	  and	  institutional	  crisis	  can	  be	  
understood	  as	  a	  type	  of	  totem	  that	  contributes	  towards	  configuring	  and	  
instituting	  new	  significations	  for	  societies	  and	  institutions	  in	  need	  of	  re-­‐
invention	  (Kaika,	  2010:	  457-­‐8).	  
	  
Architecture	  produced	  during	  these	  moments,	  acts	  and	  performs,	  Kaika	  continues,	  ‘as	  a	  
means	  of	  teaching	  society	  what	  to	  desire	  and	  how	  to	  desire	  it’	  (Kaika,	  2010:	  458);	  it	  is,	  in	  
this	  respect,	  an	  attempt	  to	  ‘salvage’	  and	  propagate	  itself.	  The	  current	  and	  future	  raft	  of	  
over	  230	  tall	  building	  developments	  in	  London	  surveyed	  in	  the	  NLA	  report	  (and	  enabled	  
by	  Boris	  Johnson),	  are	  testament	  to	  this	  desire.	  
In	  London’s	  recent	  history	  of	  tall	  buildings	  for	  instance,	  socio-­‐economic	  based	  crises	  
permeate	  tall	  buildings:	  post	  war	  high	  rises	  (as	  utopian	  models)	  in	  response	  to,	  and	  as	  a	  
means	  of,	  solving	  housing	  crisis	  in	  shortage	  of	  land;	  Canary	  Wharf	  cluster	  of	  tall	  buildings	  
as	  a	  result	  of	  the	  Big	  Bang.	  The	  deregulation	  of	  financial	  markets	  by	  Thatcher’s	  
government	  was	  in	  response	  to	  the	  City’s	  lack	  of	  competitiveness	  in	  global	  banking;	  the	  
subsequent	  effect	  of	  the	  Canary	  Wharf	  cluster	  in	  turn	  caused	  the	  City	  of	  London	  
Corporation	  to	  change	  its	  spatial	  planning	  policy	  in	  order	  to	  allow	  for	  more	  tall	  buildings	  
to	  be	  constructed	  and	  enable	  it	  to	  compete	  in	  attracting	  international	  corporations	  and	  
capital	  back	  into	  the	  City;	  Ken	  Livingstone’s	  support	  for	  tall	  buildings	  as	  a	  means	  through	  
which	  to	  strengthen	  and	  secure	  London’s	  image	  as	  a	  world	  city	  in	  a	  global	  economy	  in	  
the	  face	  of	  competition.	  In	  addition	  London	  borough	  councils,	  faced	  with	  continued	  
funding	  cuts	  from	  central	  government,	  have	  and	  continue	  to	  be	  more	  favourable	  
towards	  building	  planning	  applications	  that	  fund	  local	  resources.	  Subsequently	  this	  has	  
resulted	  in	  state	  and	  private	  sector	  real	  estate	  partnerships,	  narrowing	  of	  St	  Paul’s	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  That	  is,	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  which	  promote	  urban	  development.	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Cathedral	  protected	  viewing	  corridors,	  and	  the	  reduction	  of	  designated	  views	  in	  order	  to	  
allow	  for	  more	  planning	  applications	  to	  be	  approved.	  	  
In	  turn	  current	  and	  recent	  constructions	  in	  London	  have	  been	  directly	  affected	  by	  the	  
2007/8	  global	  financial	  crisis	  delaying	  the	  start	  of	  developments	  or	  halting	  them	  midway	  
through	  construction,	  for	  example	  20	  Fenchurch	  Street,	  Leadenhall	  Building,	  One	  
Commercial	  Street,	  the	  Pinnacle,	  Heron	  Tower,	  and	  240	  Blackfriars.	  At	  the	  time	  of	  
completing	  this	  thesis	  in	  August	  2014,	  30	  St	  Mary	  Axe	  [fig.	  166]	  is	  for	  sale	  on	  the	  open	  
market	  ten	  years	  after	  its	  completion.	  Ironically	  it	  was	  put	  into	  receivership	  in	  April	  2014	  
by	  its	  co-­‐owners,	  the	  privately	  held	  UK	  investment	  banking	  and	  private	  equity	  group	  
Evans	  Randall,	  and	  the	  German	  real	  estate	  company	  IVG	  Immobilien,	  as	  the	  NLA	  
published	  its	  report	  and	  during	  its	  accompanying	  exhibition	  (discussed	  in	  this	  text	  
earlier),	  of	  the	  plans	  to	  build	  over	  230	  tall	  buildings	  in	  London	  over	  the	  coming	  years.	  
Unable	  to	  continue	  the	  repayments	  on	  the	  £500	  million	  fifteen-­‐year	  loan	  they	  
undertook	  when	  they	  bought	  the	  building	  from	  its	  original	  owner	  the	  insurer	  Swiss	  Re	  in	  
2007298	  for	  £630	  million	  (the	  highest	  purchase	  price	  for	  an	  office	  building	  in	  the	  UK,299	  
and	  considered	  at	  the	  time	  overpriced),	  the	  joint	  selling	  agents	  Savills	  and	  Deloitte	  Real	  
Estate	  are	  hoping	  that	  the	  office	  building	  will	  attract	  (most	  likely	  from	  foreign	  investors)	  
offers	  in	  the	  region	  of	  £650	  million.300	  	  
The	  financial	  woes	  of	  the	  co-­‐owners,	  players	  in	  the	  global	  financial	  crisis	  that	  began	  in	  
2007/2008,	  and	  who	  first	  defaulted	  on	  the	  loan	  repayment	  as	  far	  back	  as	  2009,	  is	  said	  to	  
be	  caused	  by	  the	  international	  currency	  exchange	  rate	  in	  which	  a	  strengthened	  Swiss	  
franc	  against	  British	  pound	  sterling,	  inflated	  the	  original	  size	  of	  their	  multi-­‐currency	  loan.	  
30	  St	  Mary	  Axe	  is	  one	  of	  the	  key	  landmark	  buildings	  in	  the	  City	  of	  London	  and	  of	  the	  
capital’s	  skyline.	  It	  is	  the	  forerunner	  of	  the	  current	  and	  future	  trend	  in	  the	  construction	  
of	  tall	  iconic	  privatised	  corporate	  buildings	  within	  the	  City	  and	  the	  capital	  at	  large.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
298	  Swiss	  Re	  continues	  to	  be	  a	  tenant	  in	  the	  building.	  
299	  This	  is	  still	  the	  case	  in	  August	  2014.	  
300	  In	  November	  2014	  30	  St	  Mary	  Axe	  was	  bought	  by	  the	  Brazilian	  billionaire	  banker	  Joseph	  Safra	  for	  £726	  
million.	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  Fig.166:	  30	  St	  Mary	  Axe	  viewed	  from	  Heron	  Tower,	  June	  2014	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The	  building	  stands	  at	  the	  heart	  of	  London’s	  financial	  centre,	  on	  the	  former	  site	  of	  the	  
Baltic	  Exchange301	  building	  damaged	  by	  an	  IRA302	  bomb	  on	  10	  April	  1992.	  A	  year	  later	  on	  
24	  April	  1993,	  the	  IRA	  detonated	  another	  bomb	  close	  by	  on	  Bishopsgate.	  Tower	  42,	  
known	  at	  the	  time	  as	  the	  NatWest	  Tower,	  and	  discussed	  earlier,	  was	  also	  extensively	  
damaged	  during	  this	  attack.	  At	  the	  time,	  the	  IRA	  were	  targeting	  London’s	  financial	  
centre;	  like	  the	  Twin	  Towers	  years	  later	  on	  9/11,	  these	  were	  specifically	  chosen	  sites	  and	  
sights	  for	  symbolic	  and	  physical	  attacks.303	  	  
The	  skyline	  is	  intrinsic	  to	  London’s	  ‘image’	  as	  a	  city,	  more	  specifically,	  its	  status	  as	  a	  
‘world	  city’:	  how	  it	  is	  viewed,	  and	  what	  it	  represents	  on	  a	  local	  and	  global	  scale.	  This	  
‘image’	  and	  its	  referent	  are	  crucial	  in	  attracting	  and	  securing	  current	  and	  future	  
investment	  of	  global	  capital,	  especially	  in	  the	  light	  and	  as	  a	  consequence	  of,	  the	  global	  
financial	  crisis	  of	  2007/2008.	  As	  Harvey	  states:	  
what	  kind	  of	  city	  we	  want	  cannot	  be	  divorced	  from	  the	  question	  of	  what	  
kind	  of	  people	  we	  want	  to	  be,	  what	  kinds	  of	  social	  relations	  we	  seek,	  what	  
relations	  to	  nature	  we	  cherish,	  what	  style	  of	  life	  we	  desire,	  what	  aesthetic	  
values	  we	  hold	  (Harvey,	  2012:	  4).	  
	  
Though	  ‘we’,	  in	  the	  current	  state	  of	  affairs,	  is	  the	  ‘we’	  of	  private	  corporate	  capital	  that	  
has	  replaced	  the	  ‘we’	  of	  church	  and	  state	  governance	  (though	  aided	  and	  abetted	  by	  the	  
state).	  Thus	  the	  current	  fate	  of	  30	  St	  Mary	  Axe	  itself,	  its	  inception,	  location,	  
construction,	  ownership,	  purpose,	  function,	  and	  ‘downfall’,	  not	  only	  manifests,	  but	  is	  
imbricated	  in,	  and	  is	  a	  victim	  of,	  its	  own	  making;	  what	  it	  houses	  and	  symbolises.	  
Whereas	  historically	  the	  image	  of	  the	  skyline	  made	  visible	  church	  and	  state	  power,	  
authority,	  governance,	  and	  influence	  over	  its	  citizen	  population,	  contemporaneously	  
and	  for	  the	  foreseeable	  future,	  it	  is	  the	  desire,	  demand,	  cause,	  and	  effect	  of	  a	  privatised,	  
capitalist,	  speculative	  economy	  (and	  the	  elite	  who	  drive	  it	  and	  benefit	  from	  it)	  that	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
301	  The	  Baltic	  Exchange	  is	  a	  futures	  exchange	  trading	  market.	  
302	  Provisional	  Irish	  Republican	  Army.	  
303	  This	  is	  not	  intended	  to	  draw	  any	  political	  comparisons	  between	  the	  IRA	  and	  Al-­‐Qaeda	  (attributed	  the	  
attacks	  on	  the	  Twin	  Towers).	  It	  is	  merely	  to	  highlight	  that	  these	  sites	  were	  targeted	  for	  their	  actual	  and	  
symbolic	  signifiers.	  There	  have	  been	  other	  bomb	  attacks	  on	  tall	  buildings	  carried	  out	  by	  the	  IRA	  in	  England,	  
most	  notably	  the	  Post	  Office	  Tower	  (BT	  Tower)	  in	  London,	  on	  31	  October	  1971,	  and	  the	  25-­‐storey	  Rotunda	  
office	  building	  in	  Birmingham,	  on	  21	  November	  1974.	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actively	  shapes	  the	  image	  of	  the	  skyline.	  As	  Harvey	  claims,	  ‘capitalism	  and	  urbanization’	  
are	  connected,	  with	  ‘the	  logistical	  curves	  of	  growth	  of	  capitalist	  output	  over	  time	  […]	  
broadly	  paralleled	  by	  the	  logistical	  curves	  of	  urbanization	  of	  the	  world’s	  population’	  
(Harvey,	  2012:	  4).	  The	  image	  of	  the	  skyline	  predicates	  how	  we	  citizens	  view,	  understand,	  





































Fig.	  167:	  Landscape	  views	  through	  train	  windows	  between	  Leamington	  Spa	  and	  Stratford-­‐upon-­‐Avon,	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  2007-­‐8	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3.1	  	  	  The	  ‘framed’	  mobile	  view	  	  
This	  research	  began	  by	  gazing	  at,	  and	  reflecting	  on,	  the	  view	  through	  the	  train	  window	  
on	  regular	  journeys	  taken	  between	  London	  and	  Stratford-­‐upon-­‐Avon,	  Warwickshire	  
from	  late	  2007	  and	  through	  2008.	  These	  journeys	  were	  countered	  by	  compulsively	  
capturing	  photographic	  digital	  images	  and	  video	  sequences	  through,	  and	  on	  the	  other	  
side	  of,	  the	  train	  window,	  of	  the	  ‘framed’	  landscape	  beyond.	  	  
The	  photographic	  images	  acted	  as	  a	  ‘working	  process’,	  and	  were	  captured	  whilst	  
traversing	  the	  landscape	  between	  the	  Warwickshire	  towns	  of	  Leamington	  Spa	  and	  
Stratford-­‐upon-­‐Avon	  [fig.	  167].	  The	  photographic	  process	  was	  an	  attempt	  to	  
conceptually	  frame	  and	  deconstruct	  a	  socio-­‐politically	  constructed	  notion	  of	  aesthetic	  
and	  psychic	  landscape	  ‘scenery’	  view.	  The	  moving	  image	  sequences	  edited	  into	  video	  
works,	  the	  12	  minutes	  12	  seconds	  split	  screen	  Between	  here	  and	  elsewhere	  (2009-­‐10)	  
[fig.	  168]	  and	  28	  minutes	  19	  seconds	  single	  screen	  Falling	  to	  Earth	  (2010)	  [figs.	  169-­‐70],	  
specifically	  captured	  a	  stretch	  of	  landscape	  between	  the	  Warwickshire	  villages	  of	  
Bearley	  and	  Wilmcote.	  The	  two	  video	  works	  sought	  to	  delve	  into	  notions	  of	  separation	  
and	  observation	  of	  the	  ‘moving	  view’	  as	  perceived.	  The	  original	  footage	  of	  both	  videos	  
were	  slowed	  down	  to	  2%,	  thus	  stretching	  a	  few	  seconds	  worth	  of	  spatial	  distance	  into	  
minutes	  duration,	  resulting	  in	  almost	  static	  imagery;	  an	  opposite	  to	  the	  speed	  of	  the	  
train	  and	  the	  view	  of	  the	  passing	  landscape.	  The	  works	  attempted	  to	  equate	  the	  
pictorial	  moving	  vistas	  perceived	  through	  (these)	  train	  windows	  with	  the	  ‘value	  loaded’	  
(cultural,	  moral,	  social)	  static	  landscape	  vistas	  perceived	  through	  the	  architectural	  
windows	  of	  the	  landed	  estates.	  	  
The	  window	  whilst	  enacting	  both	  as	  frame	  of,	  and	  as	  virtual	  screen	  ‘picturing’	  the	  
landscape	  traversed,	  can	  be	  understood	  in	  terms	  of,	  as	  Anne	  Friedberg	  writes	  ‘how	  the	  
world	  is	  framed	  may	  be	  as	  important	  as	  what	  is	  contained	  within	  that	  frame’	  (Friedberg,	  
2006:	  1).	  The	  landscape	  both	  viewed	  through,	  and	  contained	  within,	  the	  frame	  of	  the	  
train	  window	  is	  not	  however,	  as	  Denise	  Cosgrove	  notes,	  ‘merely	  the	  world	  we	  see,	  it	  is	  a	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  Figs.	  169-­‐170:	  Falling	  to	  Earth	  (video	  stills,	  2010)	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construction,	  a	  composition	  of	  the	  world’	  (Cosgrove,	  1984:	  13). It	  is	  the	  image	  of	  the	  
English	  landscape	  itself	  that	  is	  considered	  to	  be	  one	  of	  two	  principal	  symbolic	  landscapes	  
of	  national	  identity	  (Daniels,	  1993), and	  David	  Matless	  (1998)	  argues	  that	  the	  landscape	  
in	  England	  has	  been	  central	  to	  definitions	  of	  Englishness	  for	  centuries,	  the	  site	  where	  
visions	  of	  the	  past,	  present	  and	  future	  have	  met	  in	  debates	  over	  questions	  of	  national	  
identity,	  disputes	  over	  history	  and	  modernity,	  and	  ideals	  of	  citizenship	  and	  the	  body.	  
Cosgrove	  and	  Daniels	  define	  this	  and	  other	  landscapes	  as	  a	  ‘cultural	  image,	  a	  pictorial	  
way	  of	  representing,	  structuring	  or	  symbolising	  surroundings’	  (Cosgrove	  and	  Daniels,	  
1988:	  1); through	  which	  W.	  J.	  T.	  Mitchell	  argues	  ‘social	  and	  subjective	  identities	  are	  
formed’	  (Mitchell,	  1994:	  1).	  
During	  the	  eighteenth	  century	  a	  transition	  of	  landscape	  took	  place	  in	  England	  whereby	  
the	  landed	  aristocracy	  transformed	  the	  hunting	  woodland	  into	  the	  landscape	  park,	  at	  
which	  point	  the	  ‘invention	  of	  scenery’	  (Williams,	  1973:	  122)	  took	  place.	  Influenced	  by	  
travelling	  on	  the	  European	  Grand	  Tour,	  the	  landed	  estates	  of	  the	  elite	  were	  re-­‐fashioned	  
to	  resemble	  the	  picturesque	  arcadian	  aesthetics	  as	  exemplified	  by	  the	  paintings	  of	  
Claude	  Lorrain,	  Nicolas	  Poussin	  and	  other	  contemporaries.	  This	  extreme	  landscaping	  
involved	  moving	  and	  planting	  trees,	  creating	  artificial	  lakes,	  and	  even	  the	  removal	  of	  
entire	  villages,	  so	  that	  ‘the	  views	  through	  the	  windows	  of	  the	  great	  country	  houses	  […]	  
reflected	  the	  paintings	  hanging	  in	  their	  interiors’	  (Darby,	  2000:	  29).	  The	  effect	  of	  the	  
pursuit	  of	  this	  idealised	  gaze	  was	  to	  compose	  and	  organise	  a	  class-­‐based	  ‘framing’	  of	  an	  
ideal	  landscape	  ‘view’	  that	  was	  un-­‐peopled,	  and	  at	  the	  same	  time	  eradicated	  any	  traces	  
of	  an	  untamed	  land	  of	  working	  labour,	  thus	  instilling	  a	  notion	  of	  separation	  and	  
observation	  (Williams,	  1973).	  The	  picturesque,	  as	  in	  effect	  this	  was,	  worked,	  as	  Simon	  
Ryan	  writes:	  
to	  delimit	  the	  continuity	  of	  the	  universe,	  to	  produce	  a	  frame	  which	  makes	  a	  
text	  of	  the	  landscape	  so	  that	  it	  may	  be	  read	  and	  compared	  to	  the	  ideal.	  
Framing	  landscape,	  and	  labelling	  it	  picturesque,	  combats	  its	  threatening	  
vastness	  and	  unfamiliarity	  and	  demonstrates	  the	  triumphant	  portability	  of	  
visual	  taste	  (Ryan,	  1996:	  60).	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The	  framing	  of	  the	  ideal	  view	  visually	  eradicated	  the	  gaps	  within	  which	  existed	  the	  
working	  countryside,	  the	  sweat	  and	  toil	  of	  the	  land,	  the	  labourers,	  and	  the	  lower	  classes.	  	  
If	  you	  go	  even	  further	  back	  to	  Elizabethan	  times	  for	  example,	  the	  only	  people	  who	  
walked	  in	  the	  countryside	  as	  such,	  (aside	  from	  country	  labourers),	  were	  considered	  
societally	  to	  be	  vagabonds.	  Thus	  the	  endeavour	  of	  ‘creating’	  this	  idealised	  view	  was	  for	  
visual,	  value,	  and	  moral	  effect.	  Landscape	  is	  understood	  as	  a	  ‘way	  of	  seeing’	  (Soper,	  
2003:	  341), an	  ‘enframing’,	  Soper	  continues:	  
that	  requires	  a	  certain	  distance,	  a	  standing	  back,	  both	  social	  and	  spatial,	  
from	  that	  it	  looks	  upon,	  and	  which	  is	  not	  available	  to,	  or	  at	  any	  rate	  quite	  
different	  from	  the	  experience	  of,	  those	  whose	  labouring	  activity	  and	  means	  
of	  livelihood	  render	  them	  ‘closer’	  to	  the	  land	  and	  more	  immersed	  within	  it.	  
[…]	  [it	  is]	  a	  gaze	  that	  abstracts	  from	  the	  changing	  patterns	  of	  land	  
ownership,	  economic	  power,	  and	  organisation	  of	  labour	  […]	  Instead,	  the	  
landscape	  gaze	  has	  typically	  regarded	  the	  rural	  scene	  as	  reflecting	  not	  
discord	  and	  social	  division,	  but	  an	  organic	  unity,	  a	  harmonious	  and	  naturally	  
ordained	  order	  of	  wealth	  and	  reproduction,	  and	  thus	  confirming	  the	  
privilege	  and	  status	  of	  the	  viewer	  (Soper,	  2003:	  341).	  
	  
Wendy	  Joy	  Darby	  (2000:	  29)	  equates	  the	  view	  seen	  through	  the	  country	  house	  window	  
with	  the	  window-­‐framed	  view	  seen	  through	  a	  moving	  train,	  as	  exemplified	  by	  a	  British	  
Rail	  InterCity	  poster	  [fig.	  171].	  In	  this	  image:	  
no	  farm	  machinery	  or	  workers	  mar	  the	  serenity	  of	  the	  composition	  [and	  the	  
text]	  emphasizes	  the	  privileged	  view.	  [This]	  view	  conveys	  a	  particular	  class’s	  
taste	  which	  itself	  [view	  and	  class]	  embodies	  England	  (Darby,	  2000:	  42).	  
	  
This	  rhetoric	  equating	  the	  view,	  the	  English	  landscape,	  and	  social	  class,	  continues	  to	  be	  a	  
popular	  advertising	  strategy	  [figs.	  172-­‐73].	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  Fig.	  171:	  British	  Rail	  Intercity	  poster	  
	  
Michel	  de	  Certeau	  considers	  the	  railway	  to	  be	  a	  ‘bubble	  of	  panoptic	  and	  classifying	  
power’	  (de	  Certeau,	  1984:	  111),	  through	  which:	  	  
the	  windowpane	  is	  what	  allows	  us	  to	  see,	  and	  the	  rail,	  what	  allows	  us	  to	  
move	  through.	  These	  are	  two	  complimentary	  modes	  of	  separation.	  The	  first	  
creates	  the	  spectator’s	  distance:	  You	  shall	  not	  touch;	  the	  more	  you	  see,	  the	  
less	  you	  hold	  –	  a	  dispossession	  of	  the	  hand	  in	  favor	  of	  a	  greater	  trajectory	  
for	  the	  eye.	  The	  second,	  inscribes,	  indefinitely,	  the	  injunction	  to	  pass	  on;	  
[…]	  an	  imperative	  of	  separation	  which	  obliges	  one	  to	  pay	  for	  an	  abstract	  
ocular	  domination	  of	  space	  by	  leaving	  behind	  any	  proper	  place,	  by	  loosing	  
one’s	  footing	  (de	  Certeau,	  1984:	  112).	  
	  
The	  advent	  of	  the	  railway	  during	  the	  nineteenth	  century,	  described	  by	  Wolfgang	  
Schivelbush	  (1986),	  as	  a	  conqueror	  of	  space	  and	  time,	  not	  only	  deprived	  ‘localities	  of	  
their	  own	  time’	  (Cresswell,	  2006:	  6),	  and	  reduced	  the	  individuality	  of	  places,	  the	  
increased	  speed	  made	  it	  necessary	  to	  rationalise	  time,	  and	  thereby	  the	  inception	  of	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  Fig.	  172:	  East	  Coast	  advertising	  poster,	  King’s	  Cross	  	  	  	  Fig.	  173:	  East	  Coast	  advertising	  poster,	  King’s	  Cross	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global	  time-­‐zones	  and	  Greenwich	  as	  Prime	  Meridian,	  but	  it	  also	  precipitated	  a	  different	  
conception	  of	  space:	  
As	  more	  and	  more	  people	  travelled	  at	  new	  speeds	  in	  trains,	  a	  new	  
panoramic	  perception	  of	  space	  (as	  seen	  from	  the	  train	  window)	  emerged,	  
for	  the	  first	  time	  it	  was	  possible	  to	  see	  the	  world	  as	  a	  continuous	  blur	  
(Cresswell,	  2006:	  6).	  
	  
In	  the	  nineteenth	  century	  through	  the	  advances	  in	  transportation	  technology	  the	  idea	  of	  
travel	  to	  other	  countries,	  the	  experience	  and	  exploration	  of	  other	  places,	  previously	  
reserved	  for	  the	  elite,	  became	  an	  increasingly	  popular	  middle-­‐class	  leisure	  activity.	  It	  
was	  for	  example	  during	  the	  Great	  Exhibition	  of	  Crystal	  Palace	  in	  1851	  that	  Thomas	  Cook	  
launched	  the	  modern	  tourist	  industry	  by	  organising	  excursions	  to	  visit	  on	  the	  Midland	  
Railway	  Company.	  The	  publication	  of	  travel	  guides	  became	  very	  popular	  and	  provided	  
the	  contexts	  within	  which	  guidebooks	  ‘read’	  and	  ‘exhibited’	  places	  rendering	  them	  
ordered	  and	  intelligible.	  Guidebooks	  at	  this	  time	  also	  began	  to	  describe	  London	  as	  the	  
‘Metropolis	  of	  Empire’	  and	  helped	  to	  reinforce	  the	  image	  of	  London	  as	  the	  ‘centre	  of	  the	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world’.	  However,	  although	  it	  is	  argued	  that	  the	  inception	  of	  the	  railway	  through	  the	  
infiltration	  of	  the	  railway	  tracks	  and	  attendant	  ‘reach’	  of	  other	  geographic	  (labour	  and	  
economic)	  spaces	  (that	  is,	  other	  towns	  and	  cities)	  to	  a	  broader	  spectrum	  of	  society,	  
vanquished	  the	  power	  of	  the	  landed	  gentry,	  hence	  the	  class-­‐based	  dynamics	  of	  the	  
landed	  estate,	  (the	  leveling	  of	  railway	  tracks	  traversing	  private	  land	  was	  a	  frequent	  
metaphor	  for	  the	  equalising	  of	  class	  distinctions),	  the	  reality	  of	  travel	  itself	  still	  remained	  
relatively	  exclusive.	  
These	  technological	  advancements	  radicalised	  a	  conception	  of	  space,	  and	  were	  
paradoxically	  counteracted	  by	  an	  increasing	  need	  for	  organisation	  and	  control.	  In	  
particular	  this	  was	  manifested	  through	  the	  invention	  of	  the	  Panorama,	  the	  first	  true	  
visual	  mass	  medium,	  which	  ‘served	  both	  as	  an	  instrument	  for	  liberating	  human	  vision	  
and	  for	  limiting	  and	  “imprisoning	  it”’(Oettermann,	  1980:	  5).	  It	  is	  no	  coincidence	  that	  the	  
first	  Panorama	  is	  thought	  to	  date	  from	  1787,	  the	  very	  same	  year	  of	  Bentham’s	  
Panopticon.	  An	  enormously	  popular	  aid	  to	  tourists,	  painted	  panoramas	  of	  big	  expanses	  
of	  landscapes	  and	  cityscapes,	  became	  a	  medium	  of	  instruction	  on	  how	  to	  view	  and	  
organise	  visual	  experience.	  Whereas	  maps	  provided	  orientation,	  panoramas	  did	  this	  
only	  for	  a	  single	  location,	  from	  a	  singular	  standpoint.	  
Panoramas,	  to	  quote	  from	  Robert	  Barker’s	  advertisement	  for	  his	  panorama	  located	  in	  
Leicester	  Square	  in	  1792,	  were	  created	  to	  be	  ‘as	  in	  every	  respect	  the	  same	  as	  reality’	  
(Oettermann,	  1980:	  5),	  to	  be	  exhibited	  and	  observed.	  They	  provided	  visitors	  a	  panoptic	  
gaze,	  something	  to	  be	  experienced	  from	  afar,	  to	  be	  there,	  and	  yet	  not	  be	  there.	  The	  
panorama	  became	  the	  means	  through	  which	  to	  regain	  the	  human	  need	  for	  control	  of	  
the	  ‘opening	  up’	  of	  collective	  space	  that	  had	  been	  abstracted	  through	  the	  progress	  of	  
transportation	  and	  communication	  technologies.	  As	  a	  way	  of	  seeing,	  the	  panorama	  
became	  ‘a	  composition	  and	  structuring	  of	  the	  world’	  (Cosgrove,	  1984:	  55)	  that:	  
may	  be	  appropriated	  by	  a	  detached,	  individual	  spectator	  to	  whom	  an	  
illusion	  of	  order	  and	  control	  is	  offered	  through	  the	  composition	  of	  space	  
according	  to	  the	  certainties	  of	  geometry	  (Cosgrove,	  1984:	  55).	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Darby	  however,	  believes	  that	  by:	  	  
introducing	  large	  numbers	  of	  people	  to	  views,	  and	  by	  rendering	  viewing	  a	  
culturally	  valued	  aesthetic	  experience,	  panoramas	  and	  dioramas	  
represented	  a	  transformation	  of	  the	  pattern	  of	  exclusion	  of	  people	  from	  
landscape,	  both	  at	  one	  remove	  –	  in	  the	  act	  of	  viewing	  landscape	  
representations	  –	  and	  directly	  –	  in	  promoting	  travel	  (Darby,	  2000:	  36-­‐7).	  
	  	  
Two	  literal	  examples	  of	  (safe)	  travel	  and	  their	  acquired	  ‘views’	  were	  the	  Trans-­‐Siberian	  
Railway	  Panorama,	  and	  Hale’s	  Tours	  of	  the	  World.	  For	  the	  1900	  Great	  Exhibition	  in	  Paris	  
the	  Compagnie	  Internationale	  des	  Wagons-­‐Lits	  installed	  three	  train	  carriages	  that	  seated	  
spectators.	  As	  they	  sat	  gazing	  through	  the	  train	  windows,	  painted	  layers	  of	  landscapes	  
from	  the	  journey	  from	  Moscow	  to	  Beijing	  were	  moved	  at	  different	  speeds	  past	  their	  
windows.	  Hale’s	  Tours	  of	  the	  World	  allowed	  viewers	  to	  imaginatively	  travel,	  observe,	  
and	  experience	  the	  ‘world-­‐as-­‐exhibition’	  (Mitchell,	  1989),	  without	  ever	  having	  to	  leave	  
the	  home.	  In	  a	  number	  of	  cinemas	  across	  Britain,	  viewers,	  better	  known	  as	  passengers	  
as	  they	  were	  charged	  a	  fare,	  would	  sit	  in	  a	  simulated	  railway	  carriage	  on	  ‘trips’	  to	  distant	  
parts	  of	  the	  world.	  With	  films	  projected	  onto	  screens	  disguised	  as	  train	  windows,	  
attendants	  would	  rock	  the	  carriage	  in	  an	  attempt	  to	  make	  the	  experience	  as	  in	  ‘every	  
respect	  the	  same	  as	  reality’	  (Oettermann,	  1980:	  5).	  
The	  ‘framing’	  enacted	  by	  the	  train	  window	  (in	  both	  actual	  rail	  travel,	  and	  vicarious	  travel	  
as	  in	  Hale’s	  Tours	  of	  the	  World	  and	  the	  Trans-­‐Siberian	  Railway	  Panorama),	  and	  of	  the	  
country	  house	  window,	  constructs	  a	  ‘virtual	  image’	  screen.	  According	  to	  Manuel	  Castells	  
(1996)	  however,	  all	  reality	  is	  virtual	  as	  cultures	  and	  societies	  throughout	  history	  are	  
made	  up	  of	  communication	  processes,	  which	  in	  turn	  are	  based	  on	  the	  production	  and	  
consumption	  of	  signs.	  With	  no	  separation	  between	  ‘reality	  and	  symbolic	  
representation’,	  (Castells,	  1996:	  372)	  all	  reality	  is	  virtually	  perceived.	  What	  is	  specific	  
however,	  to	  contemporary	  communication	  technologies	  for	  example,	  is,	  Castells	  
continues:	  
[the]	  construction	  of	  a	  real	  virtuality	  […]	  in	  which	  reality	  itself	  [that	  is,	  
people’s	  material/symbolic	  existence]	  is	  entirely	  captured,	  fully	  immersed	  
in	  a	  virtual	  image	  setting,	  in	  the	  world	  of	  make	  believe,	  in	  which	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appearances	  are	  not	  just	  on	  the	  screen	  through	  which	  experience	  is	  
communicated,	  but	  they	  become	  the	  experience	  (Castells,	  1996:	  372-­‐73).	  
	  
It	  is	  here	  that	  the	  medium	  merges	  together	  past,	  present,	  and	  future,	  where	  the	  ‘image’	  
of	  something	  substitutes	  whatever	  it	  is	  meant	  to	  represent.	  	  
The	  spectacle	  of	  the	  live	  ‘real-­‐time’	  (of	  visual	  broadcast	  technology)	  ‘impose	  the	  idea’,	  
according	  to	  Paul	  Virilio	  (1990:	  3),	  of	  ‘presentation	  of	  a	  place’	  as	  opposed	  to	  
representation	  ‘of	  places’,	  whereby	  this:	  
presence	  of	  tele-­‐reality	  transforms	  the	  nature	  of	  both	  the	  object	  and	  the	  
subject	  of	  traditional	  representation,	  so	  that	  pictures	  of	  places	  have	  now	  
taken	  over	  from	  the	  ‘picture	  houses’	  where	  performances	  used	  to	  occur	  
(Virilio,	  1990:	  3).	  
	  
Virilio	  argues	  that	  in:	  
furnishing	  the	  image	  of	  a	  place,	  videography	  [his	  term	  for	  video	  broadcast]	  
does	  not	  itself	  require	  any	  actual	  ‘space’	  except	  for	  its	  supporting	  camera	  
and	  monitor,	  and	  in	  turn	  the	  instantaneously	  transmitted	  image	  across	  
distances	  becomes	  itself	  a	  new	  type	  of	  ‘site’	  [that	  has	  nothing	  in	  common	  
with	  the]	  topographical	  space	  of	  geographical	  or	  even	  simple	  geometrical	  
distance	  (Virilio,	  1990:	  2).	  	  
	  
The	  immediacy	  of	  the	  image	  therefore	  excludes	  ‘unity	  of	  place’	  for	  the	  sole	  benefit	  of	  
the	  ‘unity	  of	  time,’	  of	  a	  real	  time	  that	  affects	  the	  space	  of	  real	  things.	  In	  this	  scenario	  the	  
image	  has	  priority	  over	  the	  ‘thing’	  that	  is	  being	  presented,	  supremacy	  of	  ‘real	  time’	  over	  
‘real	  space.’	  The	  image	  is	  therefore	  ‘invasive	  and	  ubiquitous	  […]	  its	  role	  […]	  is	  to	  be	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3.2	  	  	  Views	  of	  a	  city:	  creating	  London’s	  image	  
	  




Fig.	  175:	  [Detail]	  Greenwich	  Hospital	  from	  the	  north	  bank	  of	  the	  Thames,	  2011	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The	  painting	  Greenwich	  Hospital	  from	  the	  north	  bank	  of	  the	  Thames	  by	  the	  Italian	  
painter	  Canaletto	  (Giovanni	  Antonia	  Canal,	  1697	  –	  1768)	  is	  one	  of	  the	  most	  iconic	  
paintings	  depicting	  a	  view	  –	  that	  is,	  a	  particular	  ‘image’	  –	  of	  London	  [fig.	  174].	  Dated	  
circa	  1750-­‐2,	  it	  is	  believed	  that	  the	  painting	  was	  commissioned	  by	  the	  British	  Consul	  
Joseph	  Smith	  to	  mark	  the	  completion	  of	  the	  Greenwich	  Hospital	  building.	  The	  painting	  
was	  to	  hang	  in	  his	  consular	  residence	  located	  on	  the	  Grand	  Canal	  in	  Venice,	  where	  it	  
would	  have	  been	  on	  view	  to	  the	  many	  English	  Grand	  Tourists	  he	  entertained	  there.	  	  
Fast	  forward	  262	  years	  to	  the	  present	  day,	  and	  the	  exact	  same	  view	  that	  Canaletto	  
painted,	  give	  or	  take	  a	  few	  historical	  details,	  can	  still	  be	  ‘viewed’	  from	  the	  vantage	  point	  
of	  Island	  Gardens	  situated	  on	  the	  north	  bank	  of	  the	  Thames	  on	  the	  Isle	  of	  Dogs,	  east	  
London	  [fig.	  175].	  This	  specific	  view	  forms	  part	  of	  the	  London	  View	  Management	  
Framework	  (LVMF)	  which	  was	  originally	  published	  in	  2007	  as	  a	  component	  of	  the	  Mayor	  
of	  London’s	  London	  Plan	  –	  a	  Spatial	  Development	  Strategy	  for	  Greater	  London	  –	  initially	  
published,	  as	  discussed	  in	  section	  2.7	  of	  Chapter	  Two,	  by	  the	  Greater	  London	  Authority	  
(GLA)	  in	  2004.	  The	  London	  Plan	  sets	  out	  an	  integrated	  economic,	  environmental,	  
transport	  and	  social	  framework	  for	  the	  development	  of	  the	  capital.	  First	  published	  
under	  the	  leadership	  of	  the	  then	  London	  Mayor	  Ken	  Livingstone,	  the	  plan	  has	  
subsequently	  been	  revised	  a	  number	  of	  times,	  with	  the	  most	  recent	  version,	  published	  
by	  the	  current	  Mayor	  Boris	  Johnson,	  set	  to	  be	  in	  effect	  until	  the	  year	  2031.	  	  
The	  LVMF,	  which	  includes	  the	  view	  of	  the	  Greenwich	  Hospital	  under	  the	  rubric	  24A.1:	  
Island	  Gardens,	  Isle	  of	  Dogs	  to	  Royal	  Naval	  College	  [fig.	  176],	  forms	  a	  key	  part	  of	  the	  
strategy	  to	  preserve	  London's	  character	  and	  built	  heritage.	  The	  document	  outlines	  the	  
policy	  framework	  for	  managing	  the	  impact	  of	  proposed	  urban	  development	  within	  the	  
scopal	  frame	  of	  fixed	  key	  views	  across	  London	  from	  the	  perspective	  of	  ‘parks	  and	  other	  
well-­‐used	  public	  [and	  private	  for	  public	  use]	  spaces	  that	  take	  in	  important	  buildings	  or	  
urban	  landscapes	  that	  help	  define	  London’	  (Johnson,	  2012).	  It	  is,	  Boris	  Johnson	  asserts:	  
important	  that	  we	  find	  a	  way	  of	  ensuring	  that	  new	  development	  fits	  with	  
our	  built	  heritage	  so	  that	  London	  continues	  to	  be	  a	  desirable	  place	  to	  live,	  
work	  and	  do	  business	  (Johnson,	  2012).	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Fig.	  176:	  24A.1:	  Island	  Gardens,	  Isle	  of	  Dogs	  to	  Royal	  Naval	  College	  
	  
The	  policy	  has	  to	  be	  incorporated	  into	  development	  planning	  applications	  in	  London.	  In	  
turn	  the	  plans	  have	  to	  be	  approved	  by	  the	  local	  borough	  council	  or	  City	  of	  London	  
Corporation,	  and	  finally	  submitted	  to	  the	  GLA	  for	  final	  approval.	  How	  the	  policy	  is	  
interpreted	  by	  the	  architects	  and	  planners,	  and	  how	  it	  is	  interpreted	  and	  applied	  by	  the	  
GLA	  is	  the	  crucial	  point;	  the	  final	  planning	  approval	  decision	  can	  only	  ever	  be	  subjective.	  	  
The	  LVMF	  delineates,	  in	  textual	  and	  photographic	  descriptive	  format,	  27	  designated	  and	  
protected	  views	  of,	  and	  from,	  specific	  viewing	  locations	  in	  London	  [fig.	  177].	  Some	  of	  the	  
views	  encompass	  more	  than	  one	  viewing	  location,	  whilst	  others	  for	  instance,	  have	  two	  
or	  three	  shifting	  viewpoints	  along	  a	  bridge;	  these	  are	  called	  kinetic	  views.	  Hence,	  in	  
actual	  fact,	  there	  are	  61	  separate	  designated	  and	  protected	  views	  within	  the	  framework	  
of	  27.	  The	  views	  are	  categorised	  under	  the	  aegis	  of:	  	  
• London	  Panoramas:	  [providing]	  views	  of	  central	  London	  and	  its	  suburbs	  
from	  elevated	  public	  open	  spaces	  [….]	  All	  London	  Panoramas	  include	  
either	  the	  Palace	  of	  Westminster	  or	  St	  Paul’s	  Cathedral	  as	  their	  focus.	  
These	  buildings	  are	  cultural	  landmarks	  that	  help	  promote	  London	  at	  a	  
strategic	  level	  while	  also	  providing	  orientation	  and	  legibility	  within	  the	  
panorama.	  Therefore,	  each	  panorama	  incorporates	  one	  or	  more	  
Protected	  Vistas	  to	  ensure	  that	  the	  ability	  to	  recognise	  and	  appreciate	  the	  
Strategically	  Important	  Landmark	  within	  the	  wider	  panorama	  is	  preserved	  
or	  enhanced.	  
	  
• Linear	  Views:	  views	  of	  landmarks	  framed	  by	  objects	  in	  the	  landscape.	  
They	  are	  defined	  by	  virtue	  of	  a	  gap	  between	  existing	  elements	  of	  the	  built	  
or	  natural	  environment.	  They	  should	  be	  managed	  so	  that	  the	  ability	  to	  
recognise	  and	  appreciate	  the	  landmark	  building	  in	  combination	  with	  the	  
surrounding	  environment	  is	  preserved	  or	  enhanced	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• River	  Prospects:	  broad	  prospects	  along	  the	  River	  Thames.	  Views	  of	  the	  
River	  Thames	  and	  its	  associated	  landmarks	  often	  provide	  key	  images	  of	  
London	  and	  reinforce	  the	  city’s	  identity.	  The	  views	  of	  London	  and	  its	  
skyline	  across	  riverscapes	  and	  from	  bridge	  to	  bridge	  are	  representative	  of	  
the	  capital	  and	  include	  many	  iconic	  buildings.	  Several	  of	  these	  views	  are	  
experienced	  as	  the	  viewer	  moves	  through	  the	  Viewing	  Place.	  The	  
character	  and	  composition	  of	  built	  form	  above	  the	  river	  is	  often	  coherent	  
and	  of	  very	  high	  quality.	  In	  many	  cases,	  it	  encompasses	  conservation	  
areas,	  listed	  buildings	  and	  World	  Heritage	  Sites,	  enhanced	  by	  mature	  
trees	  lining	  well-­‐designed	  publicly	  accessible	  walkways	  	  
	  
• Townscape	  Views:	  These	  are	  views	  of	  the	  urban	  townscape.	  They	  focus	  on	  
architecturally	  and/or	  culturally	  significant	  set	  pieces.	  They	  are	  views	  of	  
an	  architectural	  or	  landscape	  composition	  of	  historical	  significance	  
(Mayor	  of	  London,	  2012b:	  30-­‐33). 
	  
The	  overriding	  focal	  point	  of	  the	  LVMF	  is	  the	  protection	  of	  views	  of	  St.	  Paul’s	  Cathedral.	  
As	  discussed	  previously	  in	  section	  2.7	  of	  Chapter	  Two,	  the	  1938	  St	  Paul’s	  Heights	  policy	  
implemented	  a	  near	  and	  medium	  distance	  building	  height	  restriction	  affecting	  views	  of	  
St	  Pauls.	  The	  1991	  Regional	  Planning	  Guidance	  for	  London	  (RPG3a)	  set	  up	  after	  the	  
abolition	  of	  the	  GLC,	  implemented	  a	  distant	  view[s]	  of	  St	  Paul’s	  alongside	  34	  strategic	  
views	  of	  London	  through	  a	  visual	  system	  of	  ‘views’	  and	  ‘viewing	  corridors’,	  10	  of	  which	  
were	  to	  be	  protected.	  The	  LVMF	  of	  2007	  (under	  Livingstone)	  replaced	  the	  previous	  
RPG3a	  guidance	  (control	  was	  transferred	  from	  the	  Government	  Office	  to	  the	  GLA	  after	  
the	  first	  Mayoral	  election	  in	  the	  year	  2000).	  As	  a	  supporter	  of	  tall	  buildings	  and	  their	  
lucrative	  emblem,	  plus	  added	  pressure	  from	  the	  insurance	  company	  Legal	  and	  General,	  
a	  major	  player	  of	  land	  ownership	  in	  the	  City,	  Livingstone’s	  LVMF	  guidelines	  reduced	  the	  
number	  of	  strategic	  views	  from	  34	  to	  26	  protected	  and	  designated	  views,	  and	  narrowed	  
considerably	  the	  viewing	  corridors,	  thus	  enabling	  the	  release	  of	  sites	  for	  future	  
development.	  	  
	   232	  
	  
Fig.	  177:	  Example	  of	  LVMF	  visual	  description	  of	  view	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The	  revised	  2012	  edition	  of	  the	  LVMF	  (under	  Johnson)	  increased	  the	  number	  of	  
protected	  and	  designated	  views	  to	  27.	  In	  the	  forward	  to	  the	  2012	  revised	  guidance	  of	  
the	  LVMF,	  Johnson	  states:	  	  
For	  centuries,	  London	  has	  been	  home	  to	  some	  of	  the	  world’s	  greatest	  
buildings	  and	  urban	  spaces.	  We	  are	  privileged	  to	  enjoy	  this	  architectural	  
history	  as	  we	  go	  about	  our	  daily	  lives.	  When	  we	  cross	  one	  of	  London’s	  
bridges,	  walk	  along	  the	  South	  Bank,	  or	  visit	  one	  of	  the	  viewpoints	  above	  the	  
city,	  such	  as	  Parliament	  Hill,	  Primrose	  Hill	  or	  Greenwich,	  we	  are	  reminded	  
of	  London’s	  history	  and	  beauty,	  and	  why	  we	  love	  living	  here	  	  
(Johnson,	  2012b:	  v).	  
	  
By	  the	  same	  token	  the	  London	  Plan	  (2004)	  highlights	  the	  political	  and	  economic	  heritage	  
of	  the	  city	  by	  valuing	  certain	  views	  above	  others;	  those	  that	  portray	  and	  uphold	  its	  
heritage:	  
Two	  thousand	  years	  of	  building	  have	  left	  layers	  of	  history,	  illuminating	  
London’s	  social,	  political	  and	  economic	  heritage.	  Today	  London	  has	  a	  great	  
wealth	  of	  fine	  historic	  buildings,	  spaces	  and	  archaeology,	  including	  four	  
World	  Heritage	  Sites	  and	  many	  buildings	  and	  sites	  of	  national	  importance	  
that	  add	  to	  the	  capital’s	  identity,	  attractiveness	  and	  cultural	  richness.	  The	  
historic	  environment	  also	  helps	  to	  attract	  tourists,	  and	  provides	  valuable	  
leisure	  opportunities	  and	  commercial	  and	  residential	  space,	  and	  is	  an	  
important	  part	  of	  London’s	  economy	  (Mayor	  of	  London,	  2004:	  184).	  
	  
Therefore	  the	  particular	  views	  within	  the	  LVMF	  are	  chosen,	  according	  to	  the	  guidance:	  
because	  they	  make	  a	  significant	  contribution	  to	  people’s	  ability	  to	  
understand	  and	  appreciate	  London	  as	  a	  whole	  [and]	  because	  they	  allow	  a	  
viewer	  to	  see	  significant	  historic	  and	  cultural	  landmarks	  in	  their	  landscape	  
or	  townscape	  setting	  and	  to	  understand	  the	  relationship	  between	  them	  
(Mayor	  of	  London,	  2012b:29).	  	  
	  
Whilst	  London	  is	  not	  unique	  in	  having	  designated	  and	  protected	  views,	  for	  instance	  San	  
Francisco	  and	  Vancouver	  also	  have	  restrictions,	  what	  is	  particular	  about	  London’s	  ‘views’	  
is	  that	  they	  are	  premised	  on	  the	  purposeful	  creation	  and	  cultivation	  of	  an	  ‘image’	  of	  the	  
city	  the	  GLA	  wants	  to	  project	  for	  the	  here	  and	  now,	  and	  for	  the	  future.	  The	  ‘desired	  
image’	  of	  London	  expressed	  through	  the	  London	  Plan,	  and	  the	  LVMF	  views,	  is,	  on	  the	  
one	  hand,	  the	  aesthetics	  of	  a	  past	  heritage	  of	  Empire	  and	  power	  as	  the	  heart	  of	  the	  
	   234	  
British	  Empire	  (with	  attendant,	  religious,	  military,	  and	  state	  power)	  inscribed	  into	  the	  
very	  fabric	  of	  its	  buildings,	  for	  example	  Greenwich	  Hospital,	  Palace	  of	  Westminster,	  St.	  
Paul’s	  Cathedral,	  and	  the	  Mall	  and	  Buckingham	  Palace,	  and	  on	  the	  other,	  the	  aesthetics	  
of	  a	  current	  and	  future	  neoliberal	  ‘world	  city’	  as	  expressed	  through	  its	  iconic	  tall	  
corporate	  buildings,	  in	  order	  to	  attract	  and	  consolidate	  further	  capital	  (as	  already	  
demonstrated	  through	  the	  tall	  buildings	  debate).	  Both	  ‘images’	  are	  the	  sites	  and	  sights	  
of	  the	  London	  skyline	  that	  the	  GLA	  is	  attempting	  to	  coalesce	  into	  one	  within	  the	  LVMF	  
policy	  guide.	  
Seeking	  to	  better	  understand	  and	  interrogate	  the	  political	  establishment’s	  choice	  of,	  and	  
value	  set	  upon,	  these	  sanctioned	  views	  above	  and	  instead	  of,	  ‘other’	  ways	  of	  
encountering	  and	  viewing	  the	  city,	  their	  construction,	  how	  they	  operate,	  and	  their	  
effects	  on	  London	  visitors	  and	  citizens	  alike,	  over	  a	  three	  year	  period	  from	  2011	  to	  2014	  
I	  photographed	  all	  of	  the	  London	  designated	  and	  protected	  views	  from	  their	  official	  
viewing	  locations	  in	  accordance	  with	  the	  technical	  ‘viewing’	  specifications	  outlined	  by	  
the	  LVMF.	  The	  outcome	  of	  this	  research	  is	  the	  work	  Views	  of	  a	  city:	  creating	  London’s	  
image	  (2011-­‐14).	  
The	  photographic	  series	  is	  collated	  into	  a	  singular	  black	  Colorado304	  hard	  bound	  book	  
measuring	  17	  x	  12	  inches,	  with	  matt	  silver	  foil	  blocking	  lettering	  on	  the	  cover,	  and	  grey	  
headband	  [figs:	  178-­‐179].305	  The	  work	  consists	  of	  66-­‐printed	  colour	  and	  black	  and	  white	  
single	  sided	  sheets	  binding	  (160gsm	  high	  white	  Conqueror)306	  featuring	  the	  61	  views	  
within	  the	  27	  designated	  and	  protected	  views	  of	  the	  LVMF	  [figs.	  180-­‐187].	  The	  
photographed	  views	  are	  partitioned	  into	  the	  four	  sections	  –	  London	  Panoramas,	  Linear	  
Views,	  River	  Prospects,	  and	  Townscape	  Views,	  with	  each	  image	  assigned	  its	  own	  
individual	  sequential	  number,	  alphabetical	  letter,	  and	  location	  name.	  These	  are	  the	  
identification	  categorisations	  under	  which	  they	  are	  listed	  in	  the	  GLA	  policy	  guidance.	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
304	  Black	  Colorado	  refers	  to	  the	  colour	  and	  surface	  texture	  of	  the	  hard	  back	  cover.	  
305	  Grey	  headband	  is	  the	  cotton	  appearing	  at	  the	  top	  and	  bottom	  of	  the	  sheets	  stitching.	  
306	  160gsm	  high	  white	  conqueror	  is	  the	  weight,	  colour	  (off	  white)	  and	  type	  of	  paper.	  







Figs.	  178-­‐179:	  Views	  of	  a	  city:	  creating	  London’s	  image	  (front	  cover	  details	  2011-­‐2014)	  







Figs.	  180-­‐181:	  Views	  of	  a	  city:	  creating	  London’s	  image	  (details,	  2011-­‐2014)	  







Figs.	  182-­‐183:	  Views	  of	  a	  city:	  creating	  London’s	  image	  (details,	  2011-­‐2014)	  




	  Figs.	  184-­‐185:	  Views	  of	  a	  city:	  creating	  London’s	  image	  (details,	  2011-­‐2014)	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  Figs.	  186-­‐187:	  Views	  of	  a	  city:	  creating	  London’s	  image	  (details,	  2011-­‐2014)	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Views	  of	  a	  city:	  creating	  London’s	  image	  constitutes	  a	  singular	  artwork	  that	  acts	  as	  an	  
archival	  collection	  of	  my	  photographic	  recreations	  of	  the	  LVMF	  views.	  The	  book	  as	  
physical	  ‘object’	  does	  not	  contain	  normative	  information	  that	  might	  pertain	  to	  a	  book	  
format,	  such	  as	  artist	  name,	  edition,	  and	  dates.	  The	  final	  outcome	  and	  format	  of	  the	  
work	  evolved	  through	  the	  research	  process,	  culminating	  in	  the	  book	  ‘object’	  as	  a	  
collation	  of	  the	  practice	  of	  this	  research.	  It’s	  first	  public	  encounter	  on	  the	  occasion	  of	  
the	  viva	  voce,	  conceptually,	  visually,	  and	  spatially	  narrows	  in	  the	  distanced	  panoramic	  
view	  at	  the	  initiation	  of	  the	  research,	  to	  the	  particular	  and	  physical	  of	  its	  display	  in	  the	  
specifically	  chosen	  room	  with	  a	  view.	  
Following	  the	  detailed	  notated	  and	  visual	  guidance	  of	  the	  LVMF,	  specifying	  tripod	  and	  
camera	  positioning,	  height,	  precise	  viewing	  assessment	  point,	  and	  camera	  viewfinder	  
orientation	  [figs.	  188-­‐189],	  I	  painstakingly	  photographically	  recreated	  each	  of	  the	  
designated	  and	  protected	  views	  across	  London.307	  The	  process	  of	  following	  the	  
document	  guidelines,	  in	  effect	  mimicking	  the	  documentation	  of	  the	  views,	  enabled	  me	  
to	  understand	  the	  spatial	  and	  visual	  positioning	  of	  the	  viewer	  in	  a	  viewing	  location	  in	  
relation	  to	  the	  view;	  the	  viewing	  scope	  of	  which,	  is	  claimed	  by	  the	  LVMF,	  to	  be	  based	  on	  
a	  person	  of	  average	  height	  looking	  out	  towards	  the	  view.	  However,	  despite	  this	  scope,	  
the	  width	  of	  the	  view	  is	  such,	  that	  each	  view	  has	  to	  be	  composed	  of	  three	  or	  more	  
separately	  captured	  photographs	  that	  through	  digital	  post-­‐production	  with	  Adobe	  
Photoshop	  computer	  software,	  are	  merged	  together	  to	  form	  the	  ‘whole’	  final	  image	  of	  
each	  of	  the	  LVFM	  views.	  Thus	  it	  is	  only	  through	  the	  photographic	  (in	  this	  instance)	  
reconstruction	  of	  the	  image	  that	  the	  ‘view’	  can	  be	  fully	  encapsulated.	  
As	  previously	  discussed	  at	  the	  beginning	  of	  this	  text,	  the	  LVMF	  view	  24A.1:	  Island	  
Gardens,	  Isle	  of	  Dogs	  to	  Royal	  Naval	  College	  [fig.	  176]	  is	  the	  exact	  view	  depicted	  by	  
Canaletto	  in	  his	  1750-­‐2	  painting	  Greenwich	  Hospital	  from	  the	  north	  bank	  of	  the	  Thames.	  
However	  as	  I	  found	  to	  be	  the	  case	  when	  researching	  and	  photographing	  the	  views,	  this	  
is	  not	  a	  unique	  example,	  for	  many	  of	  the	  LVMF	  designated	  and	  protected	  views	  feature	  
the	  identical	  or	  approximate	  view	  of	  pictorial	  imagery	  of	  London	  made	  familiar	  through	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
307	  The	  camera	  technology	  I	  used	  was	  a	  simple	  ‘point	  and	  shoot’	  Nikon	  Coolpix	  7900.	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  Fig.	  188:	  Viewing	  location	  3A.1:	  Kenwood,	  2013	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Fig.	  189:	  Viewing	  location	  14A.1:	  Blackfriars	  Bridge,	  2013	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historical	  paintings,	  prints	  and	  drawings.	  For	  instance	  View	  of	  the	  Tower	  of	  London	  
(1640)	  by	  Wenceslaus	  Hollar	  and	  25A.2:	  The	  Queen’s	  Walk	  at	  City	  Hall	  [fig.	  190	  &	  fig.	  
191],	  A	  general	  view	  of	  the	  city	  of	  London	  (1751)	  by	  Thomas	  Bowles	  and	  10A.1:	  Tower	  
Bridge	  [fig.	  192	  &	  fig.	  193],	  London	  from	  Greenwich	  Park	  (1809)	  by	  William	  Turner	  and	  
5A.1:	  Greenwich	  Park	  [fig.	  194	  &	  fig.	  195],	  and	  Hampstead	  Heath	  (1830)	  by	  John	  
Constable	  and	  3A.1:	  Kenwood	  [fig.	  196	  &	  fig.	  197].	  	  
However,	  it	  is	  Canaletto	  and	  his	  views	  of,	  where	  from,	  and	  how	  London	  is	  depicted,	  that,	  
in	  particular,	  still	  endures	  today.	  For	  not	  only	  do	  other	  LVMF	  views	  correlate	  with	  his	  
painting	  depictions	  of	  London,	  for	  instance	  The	  Thames	  and	  the	  city	  of	  Westminster	  
from	  Lambeth	  (1746-­‐47)	  and	  19A.2:	  Lambeth	  Bridge	  [fig.	  198	  &	  fig.	  199],	  other	  overt	  
exemplars	  of	  his	  pictorial	  influence	  in	  contemporary	  London	  include	  the	  Thames	  
Diamond	  Jubilee	  Pageant	  held	  on	  the	  3	  June	  2012,	  whereby	  the	  spectacle	  performed	  on	  
the	  Thames	  was	  reminiscent	  of	  his	  painting	  The	  Thames	  on	  Lord	  Mayor’s	  Day,	  looking	  
towards	  the	  City	  and	  St	  Paul’s	  Cathedral	  (1752)	  [fig.	  200	  &	  fig.	  201].	  The	  same	  image	  of	  
this	  painting	  was	  also	  used	  as	  a	  construction	  site	  wrap	  at	  London	  Bridge	  station	  
throughout	  2012	  [fig.	  202],	  and	  even	  a	  new	  31-­‐storey	  building	  development	  sited	  in	  
Islington,	  London,	  has	  been	  named	  Canaletto	  with	  its	  advertising	  rhetoric	  offering	  
‘panoramic	  views’	  in	  a	  ‘city	  of	  masterpiece’	  [fig.	  203].	  Canaletto	  was	  the	  most	  famous	  
exponent	  of	  the	  pictorial	  vedute	  (Italian	  for	  view)	  that	  originated	  in	  Flanders	  as	  early	  as	  
the	  sixteenth	  century.	  The	  vedute	  was	  a	  landscape	  genre	  of	  detailed	  painted	  cityscapes,	  
a	  particular	  approach	  towards	  the	  traditional	  viewing	  of	  cities.	  It	  is	  also	  important	  to	  
note	  that	  not	  only	  was	  Canaletto’s	  father	  a	  theatrical	  scene	  painter,	  but	  Canaletto	  
himself	  painted	  stage	  decorations,	  as	  did	  other	  painters	  of	  city	  views	  in	  his	  time,	  which	  
Eduard	  Safarik	  notes,	  influenced:	  	  	  
[their]	  attitude	  to	  the	  things	  they	  saw,	  in	  the	  arrangement	  of	  the	  scenes,	  in	  
the	  genre	  and	  the	  variety	  of	  the	  world	  they	  described,	  and	  in	  the	  grouping	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Fig.	  199:	  19A.2:	  Lambeth	  Bridge	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Figs.	  200	  &	  201:	  (Image	  above)	  The	  Thames	  on	  Lord	  Mayor’s	  Day,	  looking	  towards	  the	  City	  and	  St	  Paul’s	  	  	  




Fig.	  202:	  Building	  site	  wrap,	  London	  Bridge	  station,	  2012	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  Fig.	  203:	  Canaletto	  building,	  Islington,	  London,	  2012	  
	  
Frédéric	  Pousin	  believes	  that	  the	  very	  ‘idea	  of	  urban	  landscape’,	  and	  here	  we	  can	  
include	  the	  views	  of	  the	  LVMF,	  ‘is	  based	  on	  an	  aesthetic	  attitude	  as	  well	  as	  on	  an	  
aloofness	  toward	  the	  city’,	  and	  it	  is	  one	  which	  is	  due	  to	  ‘aesthetic	  models	  borrowed,	  in	  
the	  past	  from	  painting,	  and,	  today,	  from	  other	  artistic	  media’	  (Pousin,	  2003:	  161).	  
Landscape	  however,	  Rosalyn	  Deutsche	  argues,	  ‘is	  an	  object	  framed	  for,	  and	  therefore	  
inseparable	  from,	  a	  viewer’	  (Deutsche,	  1996:	  213).	  It	  is	  this	  interrelationship	  of	  the	  
object	  (in	  this	  case	  the	  framed	  views	  of	  the	  city	  of	  the	  LVMF)	  and	  the	  viewer,	  in	  the	  city,	  
that	  is	  the	  cause	  for	  tension	  within	  the	  very	  concept	  of	  the	  London	  designated	  and	  
protected	  views;	  for	  visually,	  spatially,	  and	  conceptually	  the	  LVMF	  posits	  London	  as	  a	  
series	  of	  framed	  views	  (images)	  to	  be	  ‘experienced’	  from	  static	  ‘view	  points’.	  	  
The	  historical	  depictions	  of	  London	  just	  outlined,	  and	  the	  governmental	  designated	  and	  
protected	  views	  of	  the	  LVMF	  (one	  could	  also	  make	  a	  case	  for	  the	  designs	  by	  architects	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and	  planners)	  constitute	  what	  Christine	  Boyer	  describes	  as	  the	  pictorial	  image	  of	  the	  city	  
as	  a	  work	  of	  art,	  a	  scenographic	  stage	  whereby:	  
The	  function	  of	  the	  image,	  which	  we	  seek	  to	  historicize,	  is	  to	  record	  the	  
material	  form	  and	  look	  of	  the	  city,	  and	  to	  present	  it	  to	  the	  beholder	  
through	  staged	  or	  posed	  views	  (Boyer,	  1994:	  69).	  
	  
Renzo	  Dubbini	  argues	  that	  in	  the	  early	  seventeenth	  century	  new	  observation	  points	  also	  
began	  to	  appear	  in	  depicted	  views	  of	  London.	  These	  views,	  he	  notes,	  were	  from	  the	  
vantage	  points	  of	  sites	  of	  ‘recent	  expansion	  looking	  toward	  the	  historical	  center’	  
(Dubbini,	  2002:	  52),	  thus	  highlighting:	  	  
the	  greater	  importance	  that	  specific	  sites	  had	  acquired	  in	  both	  the	  
observation	  of	  the	  city	  and	  the	  construction	  of	  an	  urban	  image,	  an	  image	  
that	  had	  been	  primarily	  mental,	  but	  that	  took	  on	  increased	  objectivity	  when	  
it	  could	  be	  compared	  with	  the	  actual	  topography	  (Dubbini,	  2002:	  52).	  	  
	  
The	  transformation	  of	  the	  view	  of	  the	  city	  and	  the	  construction	  of	  its	  image	  from	  an	  
imagined	  to	  an	  actual	  viewpoint	  at	  this	  time	  (Dubbini,	  2002)	  was	  further	  enhanced	  by	  
the	  patronage	  of	  artists.	  No	  longer	  did	  artists	  depict	  images	  of	  the	  monuments	  in	  
London	  (in	  this	  instance)	  but	  also	  of	  and	  from	  private	  houses	  belonging	  to	  patrons	  
wealthy	  enough	  to	  commission	  them.	  This	  enabled	  artists	  to	  produce,	  as	  Dubbini	  notes,	  	  	  
‘a	  general,	  public	  vision	  of	  the	  city,	  but	  also	  views	  from	  vantage	  points	  that	  in	  many	  
cases	  coincided	  with	  famous	  aristocratic	  residences’	  (Dubbini,	  2002:	  53),	  thus	  ‘furthering	  
a	  multiplication	  of	  viewpoints	  that	  helped	  to	  construct	  a	  visual	  perception	  of	  the	  
growing	  city’	  (Dubbini,	  2002:	  52).	  
Hereafter	  depicted	  views	  of	  London	  were	  patronised	  of,	  from	  (and	  enabled	  by),	  
privileged,	  privatised	  spatial	  and	  visual	  perspectives.	  It	  is	  this	  that	  is	  followed	  through	  in	  
the	  present	  day	  designated	  and	  protected	  views	  of	  the	  LVMF,	  for	  not	  only	  are	  the	  
‘views’	  designated	  by	  an	  elite	  few	  (and	  what	  is	  permitted	  to	  be	  built	  within	  their	  scopal	  
frame),	  but	  the	  actual	  viewing	  locations	  –	  the	  vantage	  points	  you	  admire	  the	  views	  	  
from	  –	  are	  on	  many	  occasions,	  mostly	  in	  fact,	  privately	  owned.	  That	  is,	  not	  owned	  by	  the	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state	  but	  by	  private	  moneyed	  elite	  (Royal,	  aristocratic,	  and	  private	  corporate	  
companies)308	  landlords.	  The	  ‘viewing	  location’,	  the	  LVMF	  policy	  guideline	  sets	  out:	  
[should	  be]	  open,	  publicly	  accessible	  and	  well	  used,	  a	  place	  in	  its	  own	  right	  
allowing	  for	  pause	  and	  enjoyment	  of	  the	  view	  (Mayor	  of	  London,	  2010:	  1).	  
	  
In	  other	  words,	  privately	  owned	  spaces	  for	  public	  use.	  This	  not	  only	  highlights	  the	  
privileging	  of	  views	  from	  wealthy,	  and	  in	  most	  cases	  corporate	  owned	  land,	  but	  the	  
attendant	  securitization	  and	  control	  (physical,	  visual,	  and	  psychological)	  of	  these	  spaces.	  	  	  
Whilst	  some	  of	  the	  ownership	  of	  the	  LVMF	  viewing	  location	  points	  are	  well	  known	  or	  
rightly	  assumed	  to	  be	  Crown	  Estate	  property,	  for	  instance	  the	  Royal	  Parks	  incorporating	  
the	  London	  Panoramas	  of	  5A.1:	  Greenwich	  Park	  [fig.	  195],	  the	  Townscape	  View	  of	  23A.1:	  
Bridge	  over	  the	  Serpentine	  [fig.	  204],	  or	  local	  authority	  owned	  such	  as	  the	  Townscape	  
View	  of	  24A.1:	  Island	  Gardens	  [fig.	  176].	  Others	  are	  surprising	  or	  harder	  to	  discern,	  such	  
as:	  Hampstead	  Heath,	  incorporating	  the	  London	  Panoramas	  assessment	  points	  from	  
2A.1:	  Parliament	  Hill	  [fig.	  205],	  2B.1	  [fig.	  206],	  and	  the	  assessment	  point	  3A.1:	  Kenwood	  
[fig.	  197].	  These	  latter	  viewing	  location	  points	  are	  under	  the	  control	  of	  the	  City	  of	  
London	  Corporation.	  The	  Corporation	  became	  the	  custodians	  of	  the	  Heath	  in	  1989	  when	  
the	  London	  Residuary	  Body,	  charged	  with	  disposing	  of	  the	  assets	  of	  the	  Greater	  London	  
Council	  abolished	  in	  1986,	  transferred	  its	  ownership,	  in	  the	  ‘public’s	  interest’,	  from	  local	  
authority	  owned	  to	  the	  auspices	  of	  the	  private	  Corporation.	  Through	  the	  Bridge	  House	  
Estates,	  as	  its	  sole	  trustee,	  the	  City	  of	  London	  Corporation	  also	  owns	  a	  number	  of	  the	  
bridges	  spanning	  the	  Thames	  such	  as	  Southwark	  Bridge,	  Tower	  Bridge,	  Millennium	  
Bridge,	  London	  Bridge,	  and	  Blackfriars	  Bridge.	  LVMF	  viewing	  location	  assessment	  points	  
on	  the	  bridges	  include	  the	  River	  Prospects	  from	  all	  of	  these	  bridges,	  such	  as	  12A.1:	  
Southwark	  Bridge	  [fig.	  207],	  11A.1:	  London	  Bridge	  [fig.	  208],	  and	  11B.2	  [fig.	  209].	  As	  a	  
final	  example,	  the	  viewing	  location	  from	  the	  Townscape	  View	  assessment	  point	  25A.1:	  
The	  Queen’s	  Walk	  at	  City	  Hall	  [fig.	  210],	  of	  which	  there	  are	  three	  kinetic	  views,	  is	  located	  
(as	  well	  as	  City	  Hall,	  headquarters	  of	  the	  Greater	  London	  Authority)	  on	  the	  privately	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
308	  For	  example	  owners	  include:	  the	  Crown	  Estate;	  Duchy	  of	  Cornwall;	  Grosvenor	  Estate;	  Cadogan	  Estate;	  
Portman	  Estate;	  Howard	  de	  Walden	  Estate;	  Canary	  Wharf	  Group	  plc;	  City	  of	  London	  Corporation;	  Ballymore	  
Group;	  London	  Bridge	  Holdings;	  St	  Martins	  Property	  Corporation;	  the	  Church	  of	  England;	  Qatar.	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Fig.	  204:	  23A.1:	  Bridge	  over	  the	  Serpentine	  
	  
Fig.	  205:	  2A.1:	  Parliament	  Hill	  	  
	  
Fig.	  206:	  2B.1:	  Parliament	  Hill	  	  
	  
Fig.	  207:	  12A.1:	  Southwark	  Bridge	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Fig.	  208:	  11A.1:	  London	  Bridge	  	  
	  
Fig.	  209:	  11B.2:	  London	  Bridge	  	  
	  
Fig.	  210:	  25A.1:	  The	  Queen’s	  Walk	  at	  City	  Hall	  
	  
Fig.	  211:	  7A.1:	  The	  Mall	  to	  Buckingham	  Palace	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owned	  13.5	  acre	  More	  London	  Estate	  which	  was	  bought	  at	  the	  end	  of	  2013	  by	  the	  
Kuwait	  State	  owned	  St	  Martins	  Property	  Corporation	  from	  Bahamas	  based	  company	  
London	  Bridge	  Holdings.	  St	  Martins	  Property	  Corporation	  also	  own,	  amongst	  other	  
buildings,	  the	  Willis	  building	  in	  the	  City	  discussed	  previously	  in	  section	  2.7	  of	  Chapter	  
Two.	  
The	  consequences	  and	  effects	  on	  citizens	  of	  private	  spaces	  for	  public	  use	  are	  
multifaceted	  and	  it	  will	  be	  discussed	  in	  more	  depth	  in	  the	  following	  section	  of	  this	  
thesis.	  However	  in	  relation	  to	  ‘public’	  access,	  not	  only	  to	  private	  estates,	  but	  to	  local	  
authority	  controlled	  and	  hence	  ‘public’	  spaces	  alike,	  it	  is	  prescient	  to	  consider	  what	  
transpired	  during	  the	  Thames	  Diamond	  Jubilee	  Pageant	  held	  on	  the	  3	  June	  2012	  
(discussed	  earlier	  in	  this	  section).	  The	  flotilla	  of	  boats,	  which	  included	  the	  Queen	  and	  
senior	  members	  of	  the	  Royal	  Family	  aboard	  the	  Spirit	  of	  Chartwell,	  travelled	  from	  
Battersea	  Bridge	  to	  Tower	  Bridge	  (St	  Katherine’s	  Dock),	  passing	  under	  14	  bridges.	  The	  
bridges	  provided	  the	  prime	  vantage	  points	  from	  which	  to	  view	  the	  spectacle	  of	  the	  
passing	  flotilla.	  Other	  than	  Southwark	  Bridge,	  the	  bridges	  were	  closed	  to	  traffic,	  five	  
were	  open	  for	  passing	  pedestrians	  only,	  and	  the	  rest	  were	  reserved	  for	  invited	  
spectators,	  and	  in	  some	  cases	  also	  selected	  guests	  from	  charities,	  riparian	  boroughs,	  and	  
members	  of	  the	  media.	  Public	  access	  to	  these	  ‘public’	  or	  private	  for	  public	  use	  spaces	  
was	  denied	  to	  ‘ordinary’	  citizens.	  	  
Whilst	  not	  restricting	  public	  access	  for	  the	  time	  being,	  but	  instead	  ‘appropriating’	  a	  
spectacular	  vantage	  point	  literally	  over	  and	  above	  a	  LVMF	  designated	  view,	  for	  ‘private’	  
sight	  consumption,	  is	  the	  case	  of	  the	  £60	  million	  sale	  of	  Admiralty	  Arch	  from	  the	  state	  to	  
privately	  owned	  London	  based	  investment	  management	  company	  Prime	  Investors	  
Capital.	  Incorporating	  the	  viewing	  location	  assessment	  point	  at	  ground	  level	  Linear	  View	  
7A.1:	  The	  Mall	  to	  Buckingham	  Palace	  [fig.	  211],	  the	  arch	  above	  is	  to	  be	  converted	  into	  a	  
luxury	  hotel,	  residences,	  and	  private	  members	  club	  in	  what	  the	  Cabinet	  Office	  claims	  is	  a	  
move	  to	  ‘opening’	  it	  up	  (Admiralty	  Arch)	  to	  the	  ‘public’	  (Cabinet	  Office	  and	  The	  Rt	  Hon	  
Francis	  Maude	  MP,	  2013);	  in	  this	  case	  a	  select	  public.	  The	  sale	  of	  Admiralty	  Arch,	  and	  its	  
attendant	  ‘private	  view’	  of	  one	  of	  the	  LVMF	  designated	  views	  is	  part	  of	  a	  Cabinet	  Office	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strategy	  since	  2010	  to	  sell	  public	  sector	  surplus	  property	  and	  land	  assets	  for	  
privatisation.	  The	  overarching	  ‘policy’	  is	  supposedly	  to	  facilitate	  the	  building	  of	  new	  
homes	  and	  business	  growth.	  
Another	  iteration	  of	  this	  policy	  is	  Right	  to	  Contest	  initiated	  in	  January	  2014.	  With	  the	  
same	  end	  result	  of	  privatisation,	  this	  scheme	  has	  been	  expanded	  to	  enable	  ‘businesses,	  
local	  authorities	  or	  members	  of	  the	  public’	  (Cabinet	  Office,	  HM	  Treasury	  and	  
Department	  for	  Communities	  and	  Local	  Government,	  2014)309	  to	  submit	  applications	  (in	  
effect	  make	  requests)	  for	  state	  owned	  assets	  of	  buildings	  and	  land,	  vacant	  or	  occupied,	  
which	  they	  deem	  ‘not	  needed	  and	  could	  be	  put	  to	  better	  economic	  use’	  (Cabinet	  Office	  
et	  al	  2014),	  to	  be	  sold	  in	  the	  open	  property	  market	  to	  the	  private	  sector.	  The	  properties	  
sold,	  ‘public’	  in	  the	  sense	  that	  they	  belong	  to	  the	  state	  and	  by	  definition	  its	  citizens,	  will	  
in	  actual	  fact	  become	  privatised.	  These	  applications	  are	  assessed	  by	  the	  relevant	  central	  
government	  department,	  arms	  length	  body	  or	  Local	  Authority	  that	  own	  the	  particular	  
asset,310	  and	  a	  decision	  made	  either	  to	  sell	  or	  refer	  the	  case	  to	  Ministers	  to	  make	  a	  
decision,	  or,	  if	  owned	  by	  a	  local	  authority,	  to	  the	  Department	  for	  Communities	  and	  Local	  
Government.	  The	  arguments	  for	  not	  disposing	  of	  the	  property	  can	  be:	  
• the	  site	  is	  vital	  for	  operational	  purposes	  
• other	  considerations	  outweigh	  the	  potential	  better	  economic	  use	  
(Cabinet	  Office	  et	  al,	  2014)	  
	  
It	  would	  not	  be	  too	  far	  fetched	  to	  see	  this	  scheme,	  that	  supposedly	  empowers	  citizens,	  
private	  businesses	  (with	  vested	  economic	  interests),	  and	  cash	  strapped	  local	  authorities,	  
by	  enabling	  them	  a	  ‘right	  to	  sell’,	  as	  being	  a	  means	  of	  veiling	  what	  is	  in	  effect	  the	  further	  
privatisation	  of	  state	  owned	  ‘public’	  assets.	  	  
The	  work	  Views	  of	  a	  city:	  creating	  London’s	  image	  reproduces	  the	  61	  views,	  of,	  from,	  
and	  enabled	  by,	  privileged,	  privatised	  spatial	  and	  visual	  perspectives	  across	  London.	  The	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
309	  Cabinet	  Office,	  HM	  Treasury	  and	  Department	  for	  Communities	  and	  Local	  Government.	  (2014)	  Right	  to	  
Contest	  Guidance.	  [Internet]	  <https://www.gov.uk/right-­‐to-­‐contest>	  (Accessed	  1	  September	  2014).	  
310	  For	  a	  detailed	  guidance	  of	  the	  public	  bodies	  under	  the	  coverage	  see	  
<https://www.gov.uk/government/uploads/system/uploads/attachment_data/file/6068/1926839.pdf>	  
(Accessed	  1	  September	  2014).	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viewer	  of	  the	  work	  and	  of	  the	  city	  adopts	  a	  panoramic	  ‘vista’,	  one	  in	  which	  the	  image[s]	  
of	  the	  city	  is	  presented	  as	  spectacle,	  a	  ‘picture’	  or	  pictures,	  literally	  and	  metaphorically.	  
This	  is	  Martin	  Heidegger’s	  (1938)	  world,	  discussed	  in	  The	  world	  as	  exhibition	  (Chapter	  
One)	  conceived	  and	  grasped	  as	  a	  picture.	  Christine	  Boyer	  notes	  that	  with	  the	  nineteenth	  
century	  panorama,	  ‘showing	  a	  city’s	  image’	  was	  the	  ‘spectacle	  itself’	  (Boyer,	  1994:	  253),	  
one	  in	  which:	  
There	  was	  no	  need	  for	  narrative	  in	  this	  view,	  nor	  authentic	  collective	  
experiences,	  for	  in	  the	  panorama	  the	  spectator	  was	  being	  isolated	  and	  her	  
or	  his	  perspective	  privatized,	  trained	  to	  view	  the	  surrounding	  environment	  
as	  a	  disciplined	  order	  of	  things.	  This	  art	  of	  verisimilitude	  lay	  with	  the	  
repetition	  of	  the	  familiar,	  in	  the	  pleasure	  of	  viewing	  from	  a	  distance.	  It	  
consequently	  reinforced	  a	  new	  urbane	  look,	  slightly	  bored,	  certainly	  
disinterested,	  a	  gaze	  that	  accepted	  the	  world	  of	  appearances	  without	  
particular	  challenge	  (Boyer,	  994:	  253).	  
	  
The	  LVMF	  images	  purport	  a	  controlled	  view	  of	  London,	  one	  that	  is	  ideologically	  
constructed	  to	  perpetuate	  and	  engender	  imaginative	  past	  state,	  and	  current	  and	  future	  
neoliberal	  desires.	  In	  doing	  so,	  it	  aligns	  these	  views	  with	  the	  changing	  London	  skyline	  
debate	  discussed	  previously	  in	  Chapter	  Two,	  and	  posits	  the	  function	  of	  these	  scenic	  
representations	  (of	  value),	  as	  encapsulating,	  upholding,	  and	  defining,	  a	  strategic	  political	  
and	  capitalist	  ‘image’	  that	  gives	  credence	  to,	  and	  postulates	  London	  as,	  a	  twenty-­‐first	  
century	  ‘world	  city’.	  This	  is	  an	  ideological	  ‘construction’	  of	  London	  that	  Malcolm	  Warner	  
argues,	  is	  refashioned	  by	  each	  age	  in	  ‘its	  own	  image’	  (Warner,	  1987:	  25).	  
However,	  it	  is	  through	  the	  photographic	  recreation	  of	  the	  LVMF	  views,	  that	  the	  work,	  
Views	  of	  a	  city:	  creating	  London’s	  image,	  engenders	  the	  viewer	  (of	  the	  work)	  with	  
knowledge	  to	  better	  understand	  the	  views,	  how,	  and	  why,	  they	  are	  constructed	  for	  the	  
creation	  of	  London’s	  ‘image’.	  The	  ‘presentation’	  of	  the	  photographs,	  and	  as	  object,	  acts	  
as	  a	  conceptual	  intervention	  into	  the	  ideological	  construction	  of	  these	  views.	  It	  offers	  a	  
‘public’	  reappropriation	  in	  the	  face	  of	  their	  continued	  privatisation.	  In	  doing	  so,	  it	  allows	  
one	  to	  speculate	  how	  to	  better	  negotiate	  and	  relate	  societally	  to	  the	  city	  around	  us.	  
As	  it	  currently	  stands,	  there	  exists	  a	  tension	  within	  the	  LVMF	  policy	  guide,	  the	  paradox	  
between	  the	  desire	  to	  designate	  and	  protect	  views	  of	  St	  Paul’s	  Cathedral	  and	  other	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historical	  buildings	  -­‐	  the	  heritage	  of	  state	  power	  and	  empire	  -­‐	  image	  of	  London	  -­‐	  and	  the	  
‘need’	  (neoliberal,	  capitalist,	  economic,	  political)	  to	  create	  and	  purport	  an	  urban	  skyline	  
image	  of	  financial	  affluence	  and	  economic	  power	  –	  a	  ‘world	  city’	  –	  espoused	  through	  the	  
building	  of,	  as	  discussed	  earlier,	  tall	  buildings	  throughout	  the	  capital	  and	  the	  City	  of	  
London.	  How	  might	  this	  reconciliation	  be	  achieved,	  and	  how	  might	  the	  continued	  state	  
and	  private	  sector	  privatisation	  strategies	  affect	  the	  future	  of,	  and	  from,	  designated	  and	  
protected	  views	  and	  ‘view	  points’,	  whether	  some	  are	  abolished,	  others	  added,	  what	  
constitutes	  and	  is	  ‘permitted’	  within	  the	  views,	  only	  time	  will	  tell.	  	  
	  
3.3	  	  	  Privatised	  public	  views	  	  
Marcel	  Hénaff	  and	  Tracy	  B.	  Strong	  contend	  that	  sight/vision	  is	  central	  to	  the	  concept	  
and	  spatiality	  of	  public	  space,	  for,	  as	  a	  requirement,	  public	  space	  must	  be	  visible	  in	  order	  
to	  be	  public.	  It	  is	  also	  theatrical;	  it	  becomes	  ‘constituted	  into	  a	  public	  stage’	  (Hénaff	  and	  
Strong,	  2001:	  35),	  a	  ‘place	  which	  is	  seen	  and	  shows	  oneself	  to	  others’	  (Hénaff	  and	  
Strong,	  2001:	  5).	  Within	  that	  ‘public	  stage’	  seeing	  and	  being	  seen,	  forms	  the	  notion	  of	  
publicness	  and	  it	  is	  through	  this,	  the	  seeing	  of	  ‘someone’	  and,	  or,	  ‘something’,	  that	  a	  
space	  of	  [or	  for]	  interaction	  is	  created.	  
Yet	  whereas	  historically	  open	  spaces	  have	  been	  designated	  for	  the	  use	  of	  citizens	  by	  the	  
controlling	  state	  (secular,	  religious,	  royal),	  hence	  generally	  understood	  to	  be	  ‘publicly	  
owned’	  open	  spaces	  (in	  an	  assumption	  that	  citizens	  and	  the	  state	  are	  homologous),	  in	  
recent	  years	  there	  has	  been	  a	  vast	  increase,	  through	  the	  proliferation	  of	  privately	  
owned	  urban	  redevelopment,	  of	  ‘private	  open	  spaces’	  designated	  for	  the	  use	  of	  citizens	  
by	  the	  controlling	  (private)	  corporation.	  ‘Private	  enterprise’,	  Harris	  and	  Williams	  	  
(2011:	  14)	  note:	  	  
has	  become	  the	  essential	  ‘partner’	  in,	  and	  driver	  of,	  [the	  regeneration	  of	  
cities]	  while	  the	  capitalist	  mode	  of	  production	  –	  now	  radically	  globalized	  –	  
remains	  the	  all	  –powerfully	  determining	  force	  within	  the	  dynamic	  (Harris	  
and	  Williams,	  2011:	  14).	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Hence	  in	  contemporary	  London	  (though	  not	  restricted	  to	  just	  London)	  the	  views	  of	  and	  
from,	  public	  spaces	  have	  coalesced	  with	  the	  views	  of	  and	  from,	  privately	  owned	  
estates:311	  spaces	  that	  to	  all	  intents	  and	  purposes	  to	  the	  visitor,	  appear	  to	  be	  ‘public	  
spaces’	  in	  an	  effect	  that	  Aman	  and	  Thrift	  would	  suggest,	  is	  ‘a	  weaving	  together	  of	  official	  
and	  private	  power	  and	  influence’	  (Aman	  and	  Thrift,	  2013:	  117).	  In	  this	  current	  scenario	  
James	  C.	  Scott’s	  theory	  of	  ‘seeing	  like	  a	  state’	  (Scott,	  1989:	  2)(his	  contention	  being	  that	  
the	  state	  makes	  society	  legible	  through	  standardisation,	  organisation	  and	  design	  of	  cities	  
in	  order	  for	  the	  state	  to	  have	  command	  and	  control	  over	  its	  citizens),312	  is	  being	  replaced	  
by	  ‘seeing	  like	  an	  estate’,	  in	  which	  the	  private	  corporation	  has	  command	  and	  control	  of	  
the	  unwitting	  users	  of	  its	  spaces	  through	  its	  own	  agenda	  ridden,	  profiteering,	  imposed	  
regulations	  and	  ‘viewpoints’.	  	  
A	  case	  in	  point	  is	  London’s	  King’s	  Cross	  estate,	  which	  at	  the	  time	  of	  writing,	  is	  the	  largest	  
area	  of	  urban	  redevelopment	  currently	  taking	  place	  in	  Europe	  (with	  its	  own	  assigned	  
postal	  code	  of	  NC1)	  [figs.	  212	  &	  213].	  Developed	  by	  the	  landowners	  themselves,	  King’s	  
Cross	  Central	  Limited	  Partnership,	  the	  67-­‐acre	  site	  will	  include	  50	  new	  buildings	  (one	  
being	  the	  Google	  Corporation	  UK	  Headquarters);	  2,000	  new	  homes;	  500,000	  sq	  ft	  of	  
retail;	  26	  acres	  (40%	  of	  the	  entire	  development)	  of	  public	  open	  space	  in	  the	  form	  of	  20	  
new	  streets,	  10	  new	  public	  squares,	  parks	  and	  other	  public	  spaces,	  with	  3	  new	  bridges	  
and	  over	  400	  mature	  trees	  planted.313	  This	  redevelopment	  is	  part	  of	  a	  growing	  trend	  that	  
has	  been	  taking	  place	  throughout	  Britain	  over	  the	  last	  few	  years.	  With	  local	  councils	  
unable	  to	  finance	  regeneration	  and	  redevelopment	  projects	  and	  the	  subsequent	  running	  
costs,	  private	  corporations	  have	  been	  quick	  to	  take	  advantage	  of	  financially	  favourable	  
opportunities	  (aided	  and	  abetted	  by	  successive	  British	  governments),	  resulting	  in	  
redevelopment	  carried	  out	  at	  the	  expense	  of	  ‘giving	  up’	  open	  ‘public’	  spaces	  for	  
‘privatised’	  open	  spaces.	  This	  privatisation	  and	  its	  effects,	  are	  readily	  acknowledged	  by	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
311	  I	  am	  here	  only	  referring	  to	  spatial	  redevelopment	  and	  not	  the	  privatisation	  of	  previously	  state	  owned	  
services,	  companies,	  welfare	  etc.	  
312	  Scott	  outlines	  that	  ‘processes	  as	  disparate	  as	  the	  creation	  of	  permanent	  last	  names,	  the	  standardization	  
of	  weights	  and	  measures,	  the	  establishment	  of	  cadastral	  surveys	  and	  population	  registers,	  the	  invention	  of	  
freehold	  tenure,	  the	  standardization	  of	  language	  and	  legal	  discourse,	  the	  design	  of	  cities,	  and	  the	  
organization	  of	  transportation’	  (1998:	  2),	  are	  all	  attempts	  by	  the	  state	  to	  make	  society	  legible	  and	  thus	  
under	  central	  control.	  
313	  	  For	  more	  details	  see:	  <http://www.kingscross.co.uk/the-­‐development>	  (Accessed	  8	  November,	  2013).	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Fig.	  212:	  Granary	  Square	  in	  King’s	  Cross	  estate	  under	  development,	  as	  viewed	  from	  Granary	  Building,	  






Fig.	  213:	  The	  Dome	  of	  St	  Paul’s	  Cathedral	  and	  the	  Shard	  under	  construction	  viewed	  from	  Granary	  Building	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  before	  the	  view	  was	  obscured	  by	  new	  constructions,	  October	  2011	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the	  London	  Mayor	  Boris	  Johnson	  in	  his	  2009	  London’s	  Great	  Outdoors:	  A	  Manifesto	  for	  
Public	  Space.	  In	  the	  manifesto,	  which	  sets	  out	  the	  mayor’s	  ‘ambition’	  for	  London’s	  public	  
space,	  as	  well	  as	  objectives,	  promotion,	  ownership	  and	  strategy	  amongst	  other	  issues,	  
Johnson	  notes:	  
There	  is	  a	  growing	  trend	  towards	  the	  private	  management	  of	  publicly	  
accessible	  space	  where	  this	  type	  of	  ‘corporatisation’	  occurs,	  especially	  in	  
the	  larger	  commercial	  developments,	  Londoners	  can	  feel	  themselves	  
excluded	  from	  parts	  of	  their	  own	  city	  (Mayor	  of	  London,	  2009:	  8).	  
	  
However	  Johnson	  cites	  King’s	  Cross	  as	  a	  ‘good’	  example	  in	  which	  there	  will	  be	  
unrestricted	  24-­‐hour	  access	  to	  the	  streets	  and	  public	  areas	  (some	  of)	  which	  will	  be,	  or	  
have	  already	  been,	  ‘adopted’	  (maintained	  at	  public	  expense)	  by	  the	  local	  Borough	  of	  
Camden,	  the	  Council	  office	  is	  itself	  relocating	  in	  August	  2014	  to	  a	  new	  building	  in	  
Pancras	  Square	  situated	  in	  the	  heart	  of	  the	  redevelopment;	  the	  bureaucratic	  centre	  
located	  in	  its	  flagship	  (privatised)	  development.	  No	  mention	  is	  made	  in	  the	  manifesto	  of	  
the	  imposition	  of	  high	  (private)	  securitisation	  that	  accompanies	  this	  ‘unrestricted’	  24-­‐
hour	  access	  other	  than	  under	  the	  guise	  of	  ‘safe’	  and	  ‘secure’	  open	  spaces.	  
The	  tone	  of	  the	  manifesto	  itself	  permeates	  around	  the	  premise	  of	  the	  ‘image’	  of	  London	  
as	  posited	  through	  its	  public	  spaces;	  how	  it	  is	  viewed,	  experienced,	  and	  how	  this	  
contributes	  [positively]	  to	  future	  capital	  investment:	  	  
Public	  spaces	  are	  part	  of	  what	  defines	  a	  city.	  They	  are	  the	  places	  where	  
people	  come	  together	  […]	  they	  shape	  the	  way	  communities	  and	  
neighbourhoods	  mesh	  together.	  They	  inform	  the	  way	  everyone	  sees	  the	  
city,	  and	  they	  contribute	  to	  the	  lives	  of	  its	  residents	  and	  the	  experiences	  of	  
its	  visitors	  […]	  a	  city	  with	  a	  wonderful	  well-­‐used	  network	  of	  public	  space,	  
which	  can	  offer	  a	  great	  quality	  of	  life,	  is	  one	  in	  which	  people	  will	  want	  to	  
live	  and	  invest.	  By	  investing	  in	  high	  quality	  public	  space	  now,	  we	  can	  begin	  
to	  adapt	  London	  to	  continue	  to	  be	  a	  great,	  a	  successful,	  and	  an	  eminently	  
‘liveable’	  city	  for	  the	  21st	  century	  (Mayor	  of	  London,	  2009:	  1).	  
	  
A	  city,	  Johnson	  continues,	  ‘that	  can	  compete	  nationally	  and	  internationally	  attracting	  
and	  fostering	  businesses	  […]	  a	  London	  with	  spaces	  that	  are	  fit	  for	  a	  world	  city’	  (Mayor	  of	  
London,	  2009:	  2).	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Since	  autumn	  2011	  my	  near	  daily	  walk	  to	  and	  from	  King’s	  Cross	  rail	  station	  in	  London,	  
and	  Central	  Saint	  Martins	  University	  of	  the	  Arts	  London,	  located	  in	  Granary	  Square	  (the	  
‘heart’	  of	  the	  King’s	  Cross	  estate),	  onto	  which	  the	  research	  space	  where	  I	  work	  
overlooks,	  has	  involved	  walking	  through	  and	  seeing	  the	  progress	  and	  transformation	  of	  
this	  redevelopment,	  the	  workings,	  use	  and	  interaction	  by	  the	  public	  of	  this	  estate.	  The	  
walk	  along	  King’s	  Boulevard	  (one	  of	  the	  20	  new	  streets)	  takes	  you	  past	  the	  core	  of	  the	  
construction	  of	  the	  buildings	  designated	  as	  future	  corporate	  premises.	  At	  first	  a	  building	  
site	  with	  only	  concrete	  foundations,	  at	  the	  time	  of	  writing	  over	  two	  years	  later,	  much	  of	  
this	  section	  is	  near	  completion.	  The	  boulevard,	  partitioned	  off	  from	  the	  building	  sites	  on	  
either	  side	  with	  boards	  decorated	  with	  painted	  green	  leaves	  in	  a	  quasi	  manicured	  urban	  
nature	  style,	  is	  lined	  with	  strategically	  planted	  trees	  and	  strategically	  positioned	  outdoor	  
seating;	  a	  visual	  brand	  identity	  that	  permeates	  the	  entire	  estate.	  The	  short	  walk	  
culminates	  in	  Granary	  Square,	  which,	  since	  it	  opened	  in	  June	  2012,	  is	  not	  only	  London’s	  
newest	  square,	  but	  also	  in	  approximating	  the	  size	  of	  Trafalgar	  Square	  in	  London,	  one	  of	  
the	  largest	  open	  squares	  in	  Europe.	  With	  its	  electronically	  operated	  and	  choreographed	  
fountains,314	  the	  square	  is	  at	  the	  time	  of	  writing	  bordered	  by	  the	  Granary	  Building	  
housing	  Central	  Saint	  Martins,	  two	  restaurants,	  daily	  ‘street	  food’	  stalls	  and	  seating	  for	  
visitors	  to	  sit,	  eat,	  relax.	  Children	  and	  dogs	  play	  in	  the	  fountains;	  they	  love	  the	  fountains.	  
On	  a	  sunny	  day	  it	  appears	  a	  truly	  idyllic	  space:	  the	  ‘appearance’	  of	  a	  commons.	  The	  
developer’s	  assertion	  is	  that:	  
These	  [open	  ‘private’]	  spaces	  put	  people	  first	  and	  are	  designed	  to	  host	  art,	  
events,	  street	  food,	  play	  and	  performance.	  People	  are	  welcome	  to	  meet,	  
sit,	  eat	  their	  lunch,	  use	  the	  free	  wi-­‐fi,	  watch	  the	  spectacular	  fountains	  in	  
Granary	  Square,	  or	  simply	  wander	  through	  (King’s	  Cross	  Central	  Limited	  
Partnership:	  The	  development).	  
	  
Granary	  Square	  is	  the	  central	  feature	  of	  the	  King’s	  Cross	  area;	  the	  ‘square’,	  Andrea	  
Phillips	  contends,	  is	  the	  ‘urban	  apparatus’	  through	  which	  is	  revealed:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
314	  On	  an	  official	  guided	  site	  tour	  of	  the	  King’s	  Cross	  estate,	  run	  regularly	  by	  the	  King’s	  Cross	  Visitor	  Centre,	  
the	  guide	  claimed	  that	  the	  insertion	  of	  the	  fountains	  were	  intended	  as	  a	  “homage”	  to	  the	  “working	  canal”	  of	  
the	  past.	  (27	  May	  2014).	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a	  culturally	  embedded	  idea	  of	  spatial	  civic	  organization	  that	  is	  both	  highly	  
visible	  at	  an	  urban	  scale	  and	  woven	  into	  the	  psychic	  apparatus	  of	  
subjectivity	  (Phillips,	  2013:	  250).	  
	  
Paradoxically	  and	  problematically,	  Granary	  Square	  is	  the	  site	  through	  which	  the	  
developer’s	  ideologies	  and	  ambitions	  are	  principally	  enacted:	  how	  the	  space	  is	  viewed	  
(visually),	  used	  (spatially),	  and	  perceived	  (conceptually)	  by	  the	  public.	  With	  the	  Granary	  
Building	  housing	  the	  estate’s	  flagship	  tenants	  Central	  Saints	  Martins	  acting	  as	  its	  
backdrop,	  exemplifying	  yet	  again	  the	  relationship	  between	  the	  cultural	  arts	  sector	  and	  
urban	  regeneration,	  these	  are	  played	  out	  not	  only	  through	  the	  literal	  ‘view’	  as	  
exemplified	  through	  the	  erection	  of	  a	  public	  Viewing	  Platform	  overlooking	  the	  square	  
[figs.	  214	  &	  215],	  and	  the	  daily	  activities	  born	  out	  by	  visitors	  and	  businesses	  alike,	  but	  
also	  through	  the	  year	  round	  spectacle	  based	  events	  and	  performances	  ‘hosted’	  by	  the	  
square	  that	  have	  so	  far	  ranged	  from	  music	  concerts,	  to	  Victorian	  fairgrounds,	  dance	  
events,	  big	  screen	  coverage	  of	  the	  Wimbledon	  tennis	  championships	  [figs.	  216	  &	  217],	  
and	  a	  rolling	  public	  art	  programme.	  In	  August	  2014	  for	  instance,	  a	  public	  event	  themed	  
Boudicca	  VS	  the	  Romans	  under	  the	  rubric	  of	  ‘Battle	  Bridge’,	  took	  place	  in	  Granary	  
Square.	  Stage	  scenery	  was	  constructed	  encompassing	  a	  Roman	  arch,	  columns,	  and	  
homes,	  with	  the	  square	  inhabited	  by	  actors	  in	  full	  costume	  taking	  on	  the	  roles	  of	  
Romans	  and	  the	  Iceni	  [figs.	  218-­‐20].	  With	  the	  ‘stage’	  set,	  the	  public	  (the	  visitors	  to	  the	  
estate),	  were	  encouraged	  to	  walk	  through	  and	  interact	  with	  the	  spectacle.	  Whilst	  
endeavouring	  to	  be	  historically	  based	  on	  an	  assumption	  that	  this	  was	  the	  site	  of	  the	  
battle	  between	  the	  Romans	  and	  the	  Iceni,	  it	  was	  in	  effect	  a	  contemporary	  symbolic	  re-­‐
enactment	  of	  the	  Roman	  ‘breads	  and	  circuses’,	  what	  David	  Harvey	  (1990:	  265)	  calls,	  ‘the	  
ancient	  Roman	  formula	  for	  social	  pacification	  of	  the	  restless	  plebs’.	  A	  ‘formula’,	  Harvey	  
continues,	  ‘passed	  on	  into	  capitalist	  culture	  […]	  where	  festival	  and	  the	  urban	  spectacle	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Fig.	  215:	  View	  of	  Granary	  Square	  from	  public	  Viewing	  Platform,	  May	  2014	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  Fig.	  216:	  Big	  screen	  broadcast	  of	  Wimbledon	  Tennis	  Championships,	  Granary	  Square,	  July	  2013	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  Fig.	  217:	  Crowds	  in	  Granary	  Square	  during	  big	  screen	  broadcast	  of	  Wimbledon	  Tennis	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Championships,	  July	  2013	  
	  




Figs.	  218-­‐220:	  Boudicca	  VS	  the	  Romans	  theme	  event,	  Granary	  Square,	  August	  2014	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These	  events	  need	  to	  be	  officially	  proposed	  (and	  independently	  financed)	  to	  the	  
developers	  who	  actively	  market	  the	  square	  and	  the	  adjoining	  canal-­‐side	  steps	  as	  event	  
space	  and	  ‘natural	  amphitheatre’	  (a	  space	  of	  visual	  public	  spectacle)	  with	  a	  capacity	  to	  
hold	  what	  they	  term	  ‘delegates’,	  that	  is,	  ‘a’	  public,	  of	  4,000	  and	  200	  respectively.	  	  
Despite	  what	  might	  appear	  as	  the	  aesthetics	  of	  social	  collectivity	  of,	  and	  in	  space,	  this	  is	  
fictitious;	  what	  is	  posited	  and	  marketed	  through	  the	  King’s	  Cross	  estate	  as	  public	  
squares,	  streets,	  and	  open	  spaces,	  are	  of	  course	  privately	  owned,	  managed	  and	  
securitised	  for	  ‘public	  use’.315	  	  How	  these	  spaces	  are	  managed,	  marketed,	  shaped,	  and	  
securitised,	  are,	  in	  this	  case,	  outsourced	  to	  another	  private	  company,	  King’s	  Cross	  Estate	  
Services,	  who	  manage	  the	  daily	  alternating	  street	  food	  stalls,	  entertainment	  events,	  
temporary	  outdoor	  broadcast	  screens,	  as	  well	  as	  the	  cleaning	  and	  security,	  in	  and	  of,	  
these	  privately	  owned	  for	  public	  use	  spaces.	  The	  role	  and	  presence	  by	  the	  managing	  
company	  in	  these	  outdoor	  spaces	  is	  very	  publicly	  ‘performed’	  by	  distinct,	  red-­‐capped	  
uniformed	  employees	  armed	  with	  two-­‐way	  radios.	  The	  ambition	  of	  the	  developers,	  is	  
that	  the	  67	  acre	  site:	  
will	  be	  the	  best	  managed	  estate	  in	  the	  UK.	  A	  place	  that	  is	  clean	  and	  safe	  at	  
all	  hours	  of	  the	  day	  and	  night.	  A	  place	  that	  all	  people	  will	  want	  to	  visit	  and	  




	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
315	  An	  interesting	  paradox	  in	  relation	  to	  the	  ownership	  of	  public	  squares	  is	  a	  current	  campaign	  being	  led	  by	  a	  
collective	  of	  local	  residents	  from	  the	  centre	  of	  the	  city	  of	  Málaga,	  southern	  Spain.	  Under	  the	  moniker	  ‘¿de	  
quién	  son	  nuestras	  terrazas?’	  (‘who	  do	  our	  squares	  belong	  to?’),	  the	  residents,	  fed	  up	  with	  the	  lack	  of	  action	  
by	  the	  local	  council	  over	  their	  numerous	  complaints	  about	  the	  over	  excessive	  spatial	  occupation	  of	  the	  city’s	  
squares	  by	  local	  hotels	  and	  bars	  (with	  tables	  and	  chairs),	  despite	  clear	  laws	  guarding	  against	  this,	  has	  led	  
them	  to	  publicly	  question	  whether	  the	  squares	  are	  for	  public	  or	  private	  use.	  Their	  strategy	  is	  to	  photograph	  
every	  square	  in	  question	  to	  provide	  ‘evidence’	  that	  the	  law	  is	  being	  broken.	  Their	  demand	  is	  that	  an	  official	  
plan	  is	  drawn	  up	  that	  clearly	  and	  officially	  outlines	  (for	  the	  public)	  the	  precise	  spatial	  boundaries	  for	  the	  
usage	  of	  each	  square.	  The	  council’s	  response	  so	  far	  has	  been	  to	  overlook	  the	  spatial	  infringement	  by	  the	  
hotels	  and	  bars	  claiming	  that	  local	  residents	  must	  be	  patient	  with	  the	  local	  businesses	  as	  they	  are	  creating	  
jobs.	  See:	  Soto,	  J.	  (2014)	  ¿De	  quién	  son	  nuestras	  terrazas?	  SUR.	  ES	  (4	  September).	  
<http://www.diariosur.es/malaga-­‐capital/201409/04/quien-­‐nuestras-­‐plazas-­‐20140904001014.html>	  
(Accessed	  4	  September	  2014).	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To	  this	  end	  discreet	  (yet	  direct)	  signage	  posted	  in	  the	  area	  informs	  visitors:	  	  
Welcome	  to	  King’s	  Cross.	  	  
Please	  enjoy	  this	  private	  	  
estate	  considerately.	  
For	  your	  safety	  and	  	  
protection	  CCTV	  images	  
are	  being	  recorded.	  [fig.	  221]	  
	  
	  
	   	   	  	  	  	  	  	  	  	  	  	  	  Fig.	  221:	  King’s	  Cross	  ‘private	  estate’	  welcome	  sign,	  April	  2014	  
	  
It	  is	  the	  very	  concept	  that	  we	  as	  a	  society	  have	  of	  public	  space	  that	  becomes	  
problematic	  when	  played	  out	  within	  the	  regulatory	  confines	  of	  privatised	  public	  space,	  
for	  as	  Andrea	  Phillips	  notes:	  
the	  idea	  of	  public	  space	  is	  ingrained	  very	  deeply	  into	  a	  psycho-­‐social	  
condition	  that	  affects	  the	  way	  we	  think	  civility	  –	  citizenship	  –	  and	  the	  way	  
we	  act	  as	  citizens	  (Phillips,	  2013:	  250).	  
	  
Yet	  it	  is	  how	  citizens	  ‘act’	  in	  these	  open	  spaces	  of	  King’s	  Cross	  that	  is	  closely	  observed,	  
monitored,	  and	  ultimately	  curbed	  not	  only	  by	  CCTV,	  but	  by	  security	  staff	  ‘on	  the	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ground’,	  with	  what	  is	  deemed	  to	  be	  inappropriate	  (moral,	  political,	  anti-­‐social)	  
behaviour	  (what	  this	  is	  based	  on	  is	  neither	  made	  public	  nor	  at	  times	  it	  seems	  clear	  to	  the	  
employees	  themselves)	  being	  quickly	  suppressed	  by	  the	  red-­‐capped	  employees;316	  as	  in	  
the	  case	  of	  the	  striking	  university	  staff	  official	  picket	  lines	  which	  have	  to	  be	  located	  ‘off’	  
the	  Granary	  Square	  premises	  onto	  the	  road	  junction	  on	  one	  of	  the	  Borough	  of	  Camden’s	  
‘adopted’	  spaces.317	  Instead	  any	  form	  of	  spontaneous	  performative,	  social,	  or	  spatial	  
engagement	  (political	  is	  out	  of	  the	  question)	  within	  these	  privatised	  spaces	  are	  highly	  
regulated,	  with	  permission	  needing	  to	  be	  gained	  and	  officially	  sanctioned	  for	  ‘events’	  to	  
take	  place,	  as	  for	  example	  a	  recent	  (December	  2013)	  musical	  busking	  session	  by	  
singer/songwriters	  Billy	  Bragg	  and	  Frank	  Turner	  in	  aid	  of	  the	  housing	  and	  homelessness	  
charity	  Shelter,	  which	  was	  pre-­‐advertised	  in	  the	  media	  to	  not	  only	  assure	  a	  captive	  
charitable	  audience	  but	  primarily	  to	  posit	  a	  positive	  advertising	  image	  revenue	  for	  the	  
‘estate’.	  In	  the	  light	  of	  pre-­‐managed	  ‘performing	  spectacles’,	  it	  is	  imperative	  however	  to	  
take	  note	  of	  Saskia	  Sassen	  when	  she	  writes:	  	  
An	  important	  distinction	  must	  be	  made	  between	  public	  space	  and	  a	  space	  
with	  public	  access,	  in	  the	  latter	  there	  is	  no	  poesies,	  no	  making	  of	  public	  
space	  (Sassen,	  2005:	  2).	  
	  
There	  has	  however	  been	  one	  exception	  in	  unauthorised	  interaction	  with	  the	  open	  
space,	  that	  of	  the	  Granary	  Square	  fountains,	  which	  has	  subsequently	  been	  co-­‐opted	  for	  
‘official	  marketing’	  purposes	  by	  the	  estate:	  the	  appropriation	  of	  the	  fountains	  and	  
surrounding	  space	  by	  families	  with	  young	  children	  from	  the	  neighbouring	  existing	  
council	  estates	  and	  affordable	  housing	  tenants	  within	  the	  estate,318	  to	  create	  an	  
‘unofficial’	  urban	  beach	  over	  the	  summer	  months	  of	  2013	  (with	  beach	  paraphernalia	  of	  
deckchairs,	  beach	  towels,	  sun	  cream,	  swimming	  costumes,	  and	  packed	  lunches,	  strewn	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
316	  This	  is	  not	  to	  say	  that	  ‘all’	  behaviour	  is	  accepted	  in	  otherwise	  public	  spaces,	  it	  is	  merely	  to	  point	  out	  that	  
privatised	  spaces	  are	  far	  more	  regulated,	  more	  closely	  ‘controlled’,	  and	  what	  is	  deemed	  to	  be	  morally,	  
politically	  or	  anti-­‐socially	  unacceptable	  is	  regulated	  by	  privatised	  concerns.	  	  
317	  	  In	  2011	  the	  London	  Occupy	  movement	  attempted	  to	  protest	  (and	  occupy)	  the	  ‘private	  for	  public	  use	  
space’	  of	  Paternoster	  Square	  in	  London	  but	  their	  attempts	  were	  stopped	  by	  the	  police	  and	  a	  High	  Court	  
Injunction	  was	  granted	  against	  public	  use	  and	  access	  to	  the	  square.	  
318	  40%	  of	  the	  housing	  built	  on	  the	  estate	  is	  affordable	  housing.	  The	  affordable	  housing	  building,	  its	  
immediate	  facilities	  and	  the	  public	  realm	  area	  surrounding	  it,	  are	  architecturally	  and	  visibly	  distinct	  from	  the	  
luxury	  owner-­‐occupier	  buildings	  on	  the	  estate.	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across	  the	  square)	  [fig.	  222].	  On	  the	  surface	  the	  spatial	  appropriation	  of	  the	  fountains	  by	  
the	  families	  might	  appear	  to	  be	  a	  positive	  and	  enhancing	  contribution	  to	  the	  
surrounding	  communities,	  especially	  in	  the	  light	  of	  Johnson’s	  (2009)	  assertion	  as	  such,	  
about	  the	  value	  of	  public	  spaces.	  It	  was	  also	  seen	  as	  a	  valued	  contribution	  to	  the	  image	  
of	  the	  area	  by	  the	  developers,	  so	  much	  so	  that	  in	  April	  2014,	  in	  anticipation	  of	  warmer	  
weather,	  the	  developers	  unveiled	  a	  huge	  building	  wrap	  hoisted	  around	  the	  German	  
Gymnasium	  building	  greeting	  travellers	  emerging	  from	  King’s	  Cross	  rail	  station,	  
promoting	  and	  encouraging	  the	  ‘public	  use’	  of	  the	  fountains	  at	  Granary	  Square	  to	  ‘get	  
wet’	  (amongst	  other	  activities)	  [fig.	  223],	  as	  an	  ‘official’	  active,	  spatial,	  and	  now	  integral	  
component	  of	  the	  urban	  redevelopment	  of	  the	  area.	  It	  will	  not	  have	  escaped	  the	  
developer’s	  commercial	  interests	  that	  the	  popularity	  of	  the	  fountains	  attracts	  more	  
visitors	  to	  the	  square	  and	  thereby	  the	  bars	  and	  restaurants	  located	  in	  it.	  It	  forgoes	  rent	  
with	  one	  of	  its	  tenants	  –	  the	  Caravan	  –	  in	  exchange	  for	  a	  share	  of	  its	  financial	  profits.	  	  
On	  closer	  inspection	  how	  and	  why	  the	  fountains	  and	  its	  surrounding	  space	  was	  
appropriated	  points	  to	  aspects	  of	  social	  exclusion	  and	  stratification	  which	  is	  enacted	  
both	  in,	  and	  is	  a	  consequence	  of,	  the	  privatised	  open	  spaces	  of	  the	  estate.	  The	  creation	  
of	  these	  ‘new’	  redevelopment	  open	  spaces	  all	  too	  often	  both	  change	  and	  adversely	  
affect	  other	  already	  existing	  neighbouring	  spaces	  and	  projects.	  In	  this	  instance	  there	  is	  
the	  example	  of	  the	  Calthorpe	  Project	  just	  a	  few	  minutes	  walk	  from	  the	  King’s	  Cross	  
estate	  on	  Gray’s	  Inn	  Road.	  One	  of	  the	  UK’s	  oldest	  community	  organised	  volunteer	  
gardens	  (running	  drop-­‐in	  centres	  and	  activities	  for	  young	  children),	  the	  Calthorpe	  
Project	  had	  the	  majority	  of	  its	  funding	  cut	  by	  Camden	  Council	  in	  2011,	  resulting	  in	  the	  
cancelation	  of	  many	  of	  its	  activities.	  Whilst	  there	  might	  be	  no	  direct	  correlation	  between	  
the	  King’s	  Cross	  development	  and	  Camden	  Council’s	  funding	  decision,	  it	  cannot	  be	  
ignored	  that	  for	  many	  years	  developers	  have	  wanted	  to	  acquire	  the	  site	  where	  the	  
Calthorpe	  Project	  is	  based.	  	  
Ultimately	  the	  influx	  (as	  courted	  by	  the	  estate)	  of	  ‘high	  end’	  retail	  commerce,	  business,	  
‘culture’,	  entertainment,	  fine	  dining,	  and	  luxury	  housing,	  alongside	  affordable	  housing	  
has,	  through	  economic	  consumerism,	  created	  a	  social	  division	  whereby	  the	  spontaneous	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Fig.	  222:	  Unofficial	  ‘urban	  beach’,	  Granary	  Square,	  August	  2013	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  Cross	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  April	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spatial	  appropriation	  of	  the	  fountains	  in	  Granary	  Square	  was,	  and	  is,	  one	  of	  the	  few	  
activities	  that	  the	  existing	  neighbouring	  communities	  can	  financially	  afford	  to	  partake	  in.	  
However,	  this	  is	  not	  the	  bourgeois	  public	  sphere	  in	  the	  Habermasian	  sense,	  where	  
‘private	  people	  come	  together	  as	  a	  public’,	  Jürgen	  Habermas	  argues,	  in	  which	  they	  
claim:	  
the	  public	  sphere	  regulated	  from	  above	  against	  the	  public	  authorities	  
themselves,	  to	  engage	  them	  in	  a	  debate	  over	  the	  general	  rules	  governing	  
relations	  in	  the	  basically	  privatized	  but	  publicly	  relevant	  sphere	  of	  
commodity	  exchange	  and	  social	  labour	  (Habermas,	  1969:	  27).	  
	  
It	  is	  one	  in	  which,	  as	  David	  Harvey	  notes:	  ‘Under	  the	  social	  relations	  of	  capitalism,	  spatial	  
practices	  [have]	  become	  imbued	  with	  class	  meanings’	  (Harvey,	  1990:	  259).	  
Hence	  any	  notional	  perceptions	  of	  freedom	  and	  democracy	  that	  citizens	  associate	  with	  
concepts	  of	  public	  space	  (Phillips,	  2013),319	  when,	  and	  if,	  the	  privatised	  space	  is	  
contested	  in	  the	  slightest	  form,	  are	  surreptitiously	  eroded	  through	  regulatory	  control	  
based	  on	  privatised	  capitalist	  concerns.	  
Sight,	  visibility,	  and	  image	  of	  not	  only	  Granary	  Square	  and	  the	  rest	  of	  the	  King’s	  Cross	  
estate,	  but	  of	  other	  open	  spaces	  (both	  public	  and	  privately	  owned)	  are	  paramount.	  
‘Seeing’	  of	  and	  from	  these	  spaces,	  for	  what	  purpose,	  how	  they	  are	  negotiated,	  and	  how	  
they	  are	  perceived,	  is	  crucial	  to	  the	  image	  and	  view	  (of)	  that,	  both	  the	  state	  and	  the	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  Phillips	  writes	  that	  ‘public	  space	  stands	  for	  a	  particular	  and	  European	  form	  of	  legislated	  freedom,	  a	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In	  conclusion	  
The	  premise	  of	  this	  research	  has	  been	  that	  the	  ‘view’	  as	  a	  historicised	  and	  contemporary	  
socio-­‐political	  mediation	  is	  how	  we	  experience,	  relate	  to,	  and	  communicate	  with,	  others	  
and	  the	  world	  around	  us;	  it	  is	  ‘being	  in	  lived	  space’.320	  	  
The	  position	  from	  which	  this	  thesis	  began,	  and	  its	  primary	  contention,	  has	  been	  that	  the	  
‘view’	  and	  the	  act	  of	  viewing	  are	  ideologically	  constructed	  politically	  positioned	  value	  
systems.	  This	  enquiry	  has	  sought	  to	  demonstrate	  that	  an	  interrelationship	  of	  sight,	  
perception,	  and	  understanding,	  become	  active	  components	  of	  subjective	  knowledge,	  
control,	  and	  power.	  	  
The	  thesis	  investigated	  historical	  and	  contemporary	  views	  and	  their	  effects	  on	  citizens	  in	  
order	  to	  question	  how	  these	  ‘views’	  operate	  (visually),	  are	  used	  (spatially),	  and	  
perceived	  (conceptually),	  as	  a	  means	  of	  developing	  critical	  understandings	  of	  the	  socio-­‐
political	  construction	  of	  views,	  and	  how	  they	  shape	  and	  position	  how	  we	  relate	  
societally	  and	  to	  public	  space.	  These	  enquiries	  have	  been	  instantiated	  through	  the	  
thesis,	  as	  a	  series	  of	  ideas,	  associations,	  influences,	  encounters,	  and	  reflections.	  The	  
methodology	  of	  constructing	  meticulously	  detailed	  visual	  and	  textual	  formats,	  with	  
attendant	  substantial	  footnotes,	  was	  necessitated	  in	  order	  to	  fully	  inform,	  elucidate,	  and	  
articulate	  the	  conceptual,	  political,	  social,	  and	  theoretical	  correlations	  that	  this	  research	  
has	  sought	  to	  define	  throughout	  from	  a	  wide-­‐ranging	  field.	  As	  such,	  this	  thesis	  defies	  [a]	  
conclusion	  and	  is	  ultimately	  posited	  as	  a	  point	  of	  departure	  for	  speculating	  how	  might	  
we	  better	  relate	  to,	  function	  in,	  and	  propose	  better	  ways	  for	  ‘being	  in	  lived	  space’.	  
The	  conceptual	  engagement	  as	  a	  starting	  point	  for	  this	  enquiry	  was	  Timothy	  Mitchell’s	  
(1989)	  term	  ‘the	  world-­‐as-­‐exhibition’,	  from	  which	  Chapter	  One	  takes	  its	  title.	  Drawn	  
from	  Martin	  Heidegger’s	  (1938)	  reference	  to	  modernity	  as	  the	  world	  conceived	  and	  
grasped	  as	  a	  picture,	  this	  was	  a	  time,	  Heidegger	  claims,	  when	  ‘man’	  adopted	  a	  
positioned	  ‘view	  of	  life’	  (Heidegger,	  1938:	  59).	  Mitchell	  in	  turn,	  references	  the	  
nineteenth	  century,	  as	  the	  era	  when	  the	  ‘world’	  was	  presented	  as	  a	  ‘picture’,	  an	  object	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
320	  See	  section	  ‘0.1	  Being	  in	  lived	  space’	  of	  the	  introduction	  of	  this	  thesis.	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put	  on	  public	  display,	  to	  be	  viewed	  from	  the	  ‘outside’	  by	  an	  audience.	  This	  conceptual,	  
visual,	  and	  spatial	  position	  and	  positioning	  of	  the	  view	  and	  the	  viewer	  are	  symbolic	  and	  
active	  enactments	  of	  the	  politics	  of	  power,	  and	  it	  is	  this	  that	  has	  formed	  the	  basis	  of,	  
and	  permeates	  the	  research.	  	  
Hence	  the	  content	  and	  structure	  of	  the	  thesis	  have	  been	  configured	  into	  three	  
perspectival	  vantage	  points	  as	  a	  means	  of	  guiding	  the	  reader/viewer	  conceptually,	  
visually,	  and	  spatially.	  The	  world	  as	  exhibition	  (Chapter	  One)	  was	  enacted	  through	  the	  
perspective	  of	  space	  looking	  down	  towards	  the	  view	  of	  the	  Earth	  from	  the	  vantage	  point	  
of	  God,	  satellite	  cameras,	  astronauts;	  The	  view	  from	  above	  (Chapter	  Two)	  posited	  the	  
reader	  with	  views	  of	  the	  terrain	  below	  from	  the	  aerial	  perspectives	  of	  CCTV,	  Google	  
Earth,	  hot-­‐air	  balloons,	  cable	  car,	  tall	  buildings;	  and	  The	  view	  (Chapter	  Three)	  brought	  
the	  reader	  to	  ground	  level	  perspectives	  of	  land/urbanscapes	  viewed	  through	  train	  
windows,	  from	  protected	  and	  designated	  views	  across	  London,	  concluding	  site-­‐
specifically	  in	  the	  ‘here	  and	  now’	  walking	  through	  the	  King’s	  Cross	  estate,	  arriving	  at	  the	  
site	  where	  this	  research	  has	  been	  undertaken,	  and	  where	  the	  physical	  manifestation	  of	  
the	  thesis	  as	  ‘object’	  resides	  at	  Central	  Saint	  Martins,	  University	  of	  the	  Arts	  London.	  	  
The	  panoptic	  symbolic	  ‘solar	  Eye’,	  ‘Divine	  Eye’,	  ‘all-­‐seer’	  of	  knowledge	  –	  a	  knowledge	  
that	  proffers	  power	  –	  has	  permeated	  my	  investigation.	  The	  ‘eye	  of	  God’	  is	  ingrained	  in	  
the	  human,	  technological,	  and	  religious	  iconographic	  views	  of	  the	  Earth	  in	  Chapter	  One;	  
Bentham’s	  panoptic	  observation,	  the	  surveillant	  omniscient	  gaze	  of	  CCTV,	  and	  the	  views	  
afforded	  from	  the	  elevated	  heights	  of	  tall	  buildings	  in	  Chapter	  Two;	  and	  in	  Chapter	  
Three	  the	  power	  of	  the	  overseeing	  civic	  state	  is	  coalesced	  with	  that	  of	  the	  corporate	  
estate.	  As	  such,	  through	  the	  conceptual,	  visual	  and	  spatial	  structuring	  of	  the	  thesis,	  I	  
have	  endeavoured	  to	  situate	  the	  reader	  in	  a	  panoptic	  vista	  of	  power	  in	  order	  to	  
synthesise	  the	  focus	  of	  my	  enquiry	  with	  the	  act	  of	  reading/viewing	  as	  a	  means	  to	  better	  
understand	  its	  representation	  and	  effects	  in	  the	  positioning	  of	  the	  ‘view’.	  	  
Thus	  this	  research	  began	  from	  the	  literal	  and	  metaphorical	  global	  view,	  that	  of	  the	  Earth	  
from	  the	  perspective	  of	  space,	  and	  it	  has	  arrived	  at	  the	  local	  view,	  again	  literally	  and	  
metaphorically,	  that	  of	  Granary	  Square	  on	  the	  King’s	  Cross	  estate.	  However,	  whilst	  the	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‘view’	  at	  the	  end	  of	  this	  thesis	  is	  apropos	  to	  the	  specificity	  of	  the	  ‘local’,	  its	  broader	  
context,	  as	  I	  have	  demonstrated	  throughout,	  is	  ‘global’.	  For	  the	  ‘view’,	  as	  enunciated	  
through	  urban	  regeneration,	  is	  a	  socio-­‐political	  issue,	  and	  has	  implications	  for,	  and	  
shapes	  our	  viewpoint	  on	  a	  global	  scale.	  By	  arriving	  at	  the	  ‘here	  and	  now’,	  as	  I	  have	  
demonstrated	  not	  only	  through	  the	  regeneration	  of	  the	  King’s	  Cross	  estate	  but	  also	  
through	  the	  regeneration	  imbricated	  in	  the	  constantly	  evolving	  London	  skyline	  as	  
espoused	  through	  the	  tall	  buildings	  issue	  and	  its	  protected	  and	  designated	  views	  
policies,	  this	  research	  has	  engaged	  with	  issues	  at	  the	  forefront	  of	  highly	  current	  debates.	  
The	  perspective	  articulated	  through	  this	  thesis	  of	  the	  politicisation	  and	  privatisation	  of	  
the	  ‘view’	  in	  its	  construction	  and	  operation,	  offers	  ample	  scope	  for	  further	  research	  
within	  the	  continued	  development	  of	  significant	  future	  discourses.	  
Before	  undertaking	  this	  doctoral	  research	  the	  practice	  of	  writing	  had	  never	  been	  a	  part	  
of,	  equivalent	  to,	  or	  informed	  the	  direction	  of	  my	  ‘art’	  practice.	  However,	  through	  and	  
over	  the	  course	  of	  this	  enquiry,	  I	  found	  myself	  developing,	  as	  an	  intrinsic	  component	  
and	  methodological	  process	  of	  my	  research	  as	  practitioner	  ‘writing	  as	  practice’.	  This	  has	  
been	  manifested	  in	  two	  ways:	  firstly	  the	  practice	  of	  writing	  this	  thesis	  whilst	  situated	  in	  
the	  sites	  and	  sights	  that	  have	  constituted	  the	  contexts	  of	  and	  for	  research,	  and	  secondly,	  
the	  positing	  of	  this	  thesis	  to	  the	  reader/viewer	  as	  a	  ‘site-­‐work’,	  that	  is,	  the	  conceptual	  
and	  physical	  site	  of	  encounter	  of	  this	  research	  as	  practice.	  This	  methodology	  was	  
developed	  through	  the	  research	  as	  a	  result	  and	  as	  a	  means	  of	  engaging	  with	  and	  
reflecting	  the	  concepts,	  contexts	  and	  sites	  of	  and	  within	  the	  enquiry.	  To	  this	  end	  I	  
consider	  and	  propose	  in	  particular	  section	  2.7	  in	  Chapter	  Two	  The	  view	  belongs	  to	  
‘everyone’	  and	  section	  3.3	  in	  Chapter	  Three	  Privatised	  public	  views	  (both	  of	  which	  were	  
arrived	  at	  towards	  the	  end	  of	  this	  research	  period)	  as	  [my]	  practice.	  
This	  development	  of	  ‘writing	  as	  practice’	  has	  future	  implications	  and	  offers	  applications	  
for	  the	  [art]	  practice	  of	  site-­‐specificity.	  As	  a	  non-­‐studio	  based	  practitioner	  without	  a	  	  
pre-­‐determined	  medium,	  working	  within	  a	  remit	  of	  site-­‐specificity	  and	  interdisciplinarity	  
as	  contexts	  for	  and	  as	  research,	  over	  the	  years	  I	  have	  found	  it	  increasingly	  problematic	  
on	  a	  political	  level	  to	  ‘site’	  work.	  In	  this	  thesis	  I	  have	  touched	  on	  the	  ethical	  problems	  of	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siting	  work	  in	  non-­‐gallery	  spaces	  and	  its	  socio-­‐political	  engagement	  (or	  not)	  with	  the	  
locale.	  At	  the	  same	  time	  I	  have	  discussed	  the	  privatisation	  of	  the	  ‘view’	  intrinsic	  in	  the	  
increase	  of	  private	  for	  public	  use	  spaces,	  and	  the	  historically	  well	  established	  complicit	  
relationship	  between	  the	  arts	  and	  private	  sector	  in	  questions	  of	  regeneration	  and	  
gentrification,	  the	  commodification	  of	  culture	  for	  capitalist	  driven	  gain.	  This	  particular	  
relationship	  is	  of	  course	  only	  one	  of	  art’s	  many	  commodities,	  but	  for	  the	  purpose	  of	  this	  
thesis	  I	  have	  only	  focussed	  on	  this	  aspect.	  Therefore	  as	  a	  final	  act	  of	  this	  research,	  the	  
space	  that	  will	  host	  the	  viva	  voce	  and	  the	  works	  on	  view	  has	  been	  chosen	  specifically	  for	  
its	  conceptual,	  spatial	  and	  visual	  attributes.	  Located	  inside	  the	  Granary	  Building	  of	  
Central	  Saint	  Martins,	  in	  Granary	  Square,	  Kings’s	  Cross	  estate,	  London,	  the	  site	  where	  
the	  thesis	  concludes	  in	  section	  3.3	  titled	  Privatised	  public	  views,	  through	  the	  room’s	  
floor	  to	  ceiling	  glass	  wall	  can	  be	  viewed	  ‘The	  Crossing’	  the	  external/internal	  space	  of	  the	  
building	  it	  overlooks;	  one	  which	  is	  a	  private	  for	  public	  use	  space.	  This	  room	  has	  been	  
chosen	  in	  an	  attempt	  to	  draw	  on,	  engage	  with,	  and	  open	  up	  issues	  of	  site-­‐specificity,	  the	  
‘view’,	  and	  the	  coalescence	  of	  public	  and	  private	  space,	  as	  a	  discursive	  point	  of	  
departure	  [figs.	  224-­‐27].	  
The	  aforementioned	  problematics	  have	  for	  me	  made	  siting	  work	  outside	  of	  the	  gallery	  
space	  within	  contemporary	  arts	  practice321	  in	  our	  current	  society,	  redolent	  with	  
concerns.	  The	  mere	  act	  of	  participation,	  regardless	  of	  any	  intended	  critique	  by	  the	  
artwork	  (if	  any),	  does	  by	  default	  endorse	  and	  give	  credence	  to	  its	  context,	  site,	  its	  
associations,	  and	  the	  agenda	  of	  the	  ownership	  of	  the	  site.	  I	  would	  suggest	  however	  that	  
‘writing	  as	  practice’,	  as	  manifested	  in	  and	  through	  ‘site-­‐work’,	  may	  offer	  and	  enable	  a	  
means	  of	  thinking,	  engaging,	  working,	  and	  creating,	  with	  and	  through	  site,	  that	  both,	  is	  
and	  retains,	  its	  politics	  and	  criticality.	  	  
A	  methodology	  that	  engages	  with	  site-­‐specificity	  as	  manifested	  in	  and	  through	  ‘writing	  
as	  practice’,	  has	  been	  a	  major	  shift	  in	  my	  practice;	  an	  outcome	  that	  has	  been	  directly	  
enabled	  through	  the	  process	  of	  the	  undertaking	  of	  this	  doctoral	  research.	  This	  is	  a	  
working	  methodology	  that	  I	  intend	  to	  carry	  forward	  and	  develop	  further.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
321	  Exhibiting	  in	  a	  gallery	  space	  also	  has	  its	  own	  problematic	  issues	  politically.	  However	  again	  for	  the	  
purposes	  of	  this	  thesis	  this	  is	  not	  a	  discussion	  to	  be	  entered	  into	  here.	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Clearly	  this	  research	  not	  only	  has	  implications	  for	  contemporary	  art	  practice,	  but	  also	  
throughout	  other	  disciplines,	  as	  it	  engages	  with,	  has	  significance	  for,	  and	  contributes	  to,	  
current	  discourses	  taking	  place	  in	  a	  number	  of	  interdisciplinary	  fields	  such	  as	  geography,	  
urban	  studies,	  visual	  culture,	  architecture,	  popular	  culture,	  sociology,	  and	  film	  studies.	  
The	  issues	  and	  processes	  I	  have	  engaged	  with	  and	  through,	  this	  investigative	  research,	  
have	  allowed	  me,	  as	  I	  have	  just	  discussed,	  to	  engage	  in	  critical	  reflections	  of	  my	  past,	  
current	  and	  future	  practice,	  and	  to	  situate	  it	  within	  a	  broader	  cultural	  context	  at	  the	  
present	  time	  and	  for	  the	  future.	  	  
At	  the	  time	  of	  writing	  the	  most	  recent	  output	  of	  this	  enquiry	  was	  presented	  as	  a	  paper	  
titled	  Views	  of	  the	  city:	  creating	  London's	  image	  at	  the	  symposium	  Seeing	  like	  a	  City,	  
Queen	  Mary	  University	  of	  London,	  in	  June	  2014.	  Organised	  by	  the	  Drama	  and	  
Geography	  departments,	  this	  interdisciplinary	  symposium	  of	  the	  disciplines	  of	  theatre,	  
performance	  and	  urban	  studies,	  analysed	  how	  ways	  of	  seeing	  contribute	  to	  the	  
contemporary	  moment.	  A	  further	  and	  immediate	  dissemination	  of	  this	  research	  will	  
take	  the	  form	  of	  a	  conference	  paper	  titled	  The	  London	  city	  skyline:	  a	  contemporary	  
socio-­‐political	  mediation	  to	  be	  presented	  in	  October	  2014	  at	  The	  Image,	  5th	  International	  
Conference.	  The	  representation	  of	  possibility:	  understanding	  change	  and	  continuity	  
through	  the	  image,	  Freie	  Universität,	  Berlin,	  Germany.	  The	  cross-­‐disciplinary	  conference	  
will	  bring	  together	  researchers	  from	  disciplines	  such	  as	  cultural	  studies,	  architecture,	  
contemporary	  art,	  philosophy,	  semiotics,	  film	  studies,	  history,	  and	  museum	  studies,	  to	  
examine	  the	  nature	  and	  function	  of	  image	  making.322	  Through	  dissemination	  of	  this	  
research	  via	  these	  and	  future	  presentations,	  journals	  and	  publications	  within	  an	  
interdisciplinary	  field,	  I	  will	  continue	  to	  contribute	  to	  current	  and	  future	  debates	  and	  
developments.	  I	  will	  contend,	  as	  I	  have	  aimed	  to	  prove	  through	  this	  enquiry,	  that	  the	  
‘view’	  is	  an	  ideologically	  political	  position	  that	  permeates	  society,	  not	  only	  historically	  
but	  also	  contemporarily.	  
In	  conclusion	  it	  is	  important	  to	  consider	  that	  questioning	  through	  ‘the	  view’	  	  –	  of	  and	  
from	  –,	  one	  that	  is	  becoming	  increasingly	  privatised,	  in	  which	  James	  C.	  Scott’s	  (1989:	  2)	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
322	  As	  a	  recipient	  of	  a	  Graduate	  Scholar	  Award	  by	  the	  organisers	  Common	  Ground	  Publishing,	  University	  of	  
Illinois,	  USA,	  my	  participation	  will	  also	  include	  chairing	  six	  panel	  sessions	  over	  the	  two-­‐day	  conference.	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theory	  of	  ‘seeing	  like	  a	  state’	  is	  being	  replaced	  by	  ‘seeing	  like	  an	  estate’,	  how	  this	  world	  
is	  presented	  to	  us,	  why,	  by	  whom,	  and	  how	  we	  perceive	  it,	  I	  have	  attempted	  to	  critically	  
contribute	  a	  deeper	  understanding	  as	  to	  how	  we,	  as	  human	  beings,	  are	  constructed	  and	  
shaped,	  and	  to	  recognise	  how	  its	  effects	  define	  the	  way	  we	  relate	  to	  others,	  and	  to	  the	  
changing	  world	  around	  us.	  It	  is	  only	  through	  the	  acquisition	  of	  this	  ‘knowledge’	  and	  the	  
power	  this	  engenders,	  that	  we	  as	  citizens	  can	  begin	  to	  speculate	  and	  propose	  better	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Fig.	  224:	  Viva	  voce	  room	  with	  display	  of	  artworks,	  Granary	  Building,	  Central	  Saint	  Martins,	  Granary	  Square,	  




Fig.	  225:	  Viva	  voce	  room	  with	  display	  of	  artworks,	  Granary	  Building,	  Central	  Saint	  Martins,	  Granary	  Square,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Kings’s	  Cross	  estate,	  London,	  12	  December	  2014	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  Fig.	  226:	  Viva	  voce	  room	  with	  display	  of	  artworks,	  Granary	  Building,	  	  
	   	   	   Central	  Saint	  Martins,	  Granary	  Square,	  Kings’s	  Cross	  estate,	  	  
	   	   	   London,	  12	  December	  2014	  
	  
	  
Fig.	  227:	  Viva	  voce	  room	  with	  display	  of	  artworks,	  Granary	  Building,	  Central	  Saint	  Martins,	  Granary	  Square,	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Kings’s	  Cross	  estate,	  London,	  12	  December	  2014	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